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ABSTRACT 
Robert Lawson Shaw (1916-1999) was a revolutionary figure in the world of 
choral music. He pioneered effective choral techniques that both refined the skills of his 
choristers and faithfully realized the composer's music . These techniques ultimately 
contributed to his acclaimed performance achievements. Although research on Shaw has 
been previously conducted, it generally consists of biographical data or single techniques , 
dissected from the whole of Shaw ' s complex process. This study outlines the wide array 
of Shaw's choral methods and how he applied them to the preparation and performance 
of Brahms ' s Ein deutsches Requiem , op. 45. 
The Introduction provides insight into Shaw's acclaim, his relationship with the 
Requiem , and the rationale , as well as methodology , of this study . Chapter One details 
Shaw's analytical process-its influences and specific procedures. Chapter Two outlines 
Shaw's philosophies regarding the "time" element of music (pulse, rhythm , accentuation) 
as well as his techniques for improving their execution and how he applied them 
specifically to the Requiem. Chapter Three examines Shaw ' s notions of music's "tone" 
component (intonation , vocalism, dynamics, phrasing, and balance) and methods of 
refining them in and out of the Requiem's context. Chapter Four discusses Shaw's 
VI 
approach to text and traces its origin and evolution. It also provides a synthesis of 
decades of writings on diction techniques as well as a full , unpublished English 
translation, which Shaw created in 1999. An edition of the Requiem's sixth movement 
comprises Chapter Five , placing all of Shaw's choral methods and English translation 
into the proper musical context. The conclusion summarizes the findings of this study and 
offers suggestions for future research. Appendices contain additional germane data, 
including a listing of career performances , his personal reference materials about the 
Requiem, his choices of tempi, pertinent diction information, as well as various musings 
comparing the Requiems of Berlioz, Brahms, and Verdi . 
vii 
TABLE OF CONTENTS 
Introduction 
Shaw-The Man 
Shaw and Bin deutsches Requiem-Kindred Revolutionaries 
Shaw's Choral Techniques 
Outline of the Study-Rationale and Methodology 
Chapter One Score Study: The Devil Is in the Details 
Shaw's Analytical Methods 
I. Analyze 
II. Solfege 
III . Edit 
IV. Listen 
V. Learn 
Chapter Two Time: The Rhythm of Life 
Shaw's Rehearsal Philosophy 
Shaw's Choral Discipline Matrix 
Rhythm 
I. Shaw's Rhythmic Principles Applied to the Requiem 
II. Rhythmic Accentuation 
III. Shaw's Rhythmic Training Methods 
Chapter Three Tone: Mining Vocal Gold 
Intonation 
viii 
1 
1 
3 
8 
9 
20 
23 
25 
47 
49 
57 
61 
64 
64 
66 
72 
83 
96 
104 
127 
127 
Shaw's Warm-up Exercises 
I. Intonation 
II. Acoustics 
III. Vocal Tone/Color and Dynamics 
Shaw's Concepts of Vocal Tone/Color 
Dynamics, Accentuation, Articulation-The Art of Phrasing 
Balance 
Chapter Four Text: Shaw's Quest-Understand and Understood 
Language 
Enunciation 
I. Ecstasy of Vocalization 
II. Ecstasy of Color 
III . Ecstasy of Truth 
Shaw's Enunciation Mechanics 
Transitioning to the Text 
Text and Shaw's English Translation 
Chapter Five 
Conclusion 
Musical Adaptation: The Word Made Flesh 
Shaw-The Musician 
The Techniques 
The Requiem 
Implications 
lX 
133 
135 
141 
142 
145 
156 
180 
190 
190 
195 
196 
197 
197 
199 
211 
214 
237 
309 
309 
310 
312 
313 
Future Research 
Appendix A 
Appendix B 
Appendix C 
AppendixD 
Appendix E 
Appendix F 
Appendix G 
AppendixH 
Appendix I 
Bibliography 
Shaw's Performances of the Brahms Requiem 
Shaw's Reference Materials About the Brahms Requiem 
Some Meanings of Music 
Selected Shaw Tempi of the Requiem 
Shaw's Quiet Singing Premises 
Shaw Illustrates the Complexity of Enunciation 
Evolution of Shaw's Neutral Vowel [a] Philosophy 
Shaw Musings 
Shaw Compares Three Requiems 
Curriculum Vitae 
X 
314 
316 
321 
322 
330 
336 
339 
345 
348 
349 
350 
359 
LIST OF TABLES 
Chapter One 
1.1 
1.2 
1.3 
1.4 
Shaw's five-step analytical procedure 
Herford's structural analysis procedure 
Herford's structural analysis graph format 
Recordings and conductors Shaw considered 
Chapter Two 
2.1 
2.2 
2.3 
2.4 
The author's hierarchical matrix of Shaw's choral disciplines 
Shaw's means of musical accentuation 
Shaw's seven rationales behind count singing 
Guidelines to Shaw's count-singing technique 
Chapter Three 
3.1 
3.2 
Shaw's axioms of choral tone 
Shaw's elements of phrasing 
Chapter Four 
4.1 
4.2a 
4.2b 
4.3 
4.4 
Waring's Tone Syllables guidelines 
Shaw's early enunciation guidelines 
Shaw's mature enunciation guidelines 
Early English translations of the Requiem 
Comparison of English translations of the Requiem 
xi 
24 
27 
28 
59 
71 
97 
107 
109 
154 
163 
203 
205 
209 
216 
227 
LIST OF FIGURES 
Chapter One 
1.1 Herford graph of Brahms, Ein deutsches Requiem, op. 45, mvt. I 28 
("Selig sind, die da Leid tragen"), mm. 1-28 
1.2 Example graph, Shaw structural analysis, Brahms, Ein deutsches 36 
Requiem, op. 45, mvt. I ("Selig sind, die da Leid tragen"), mm. 1-28 
1.3 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. I 38 
("Selig sind, die da Leid tragen") 
1.4 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. II 39 
("Denn alles Fleisch es ist wie Gras") 
1.5 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. III 40 
("Herr, lehre doch mich") 
1.6 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. IV 41 
("Wie lieblich sind deine Wohnungen") 
1.7 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. V 42 
("lhr habt nun Traurigkeit") 
1.8 Shaw alternative grouping, Brahms, Ein deutsches Requiem, op. 45, 42 
mvt. V ("/hr habt nun Traurigkeit"), mm. 1--48 
1.9 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. VI 43 
("Denn wir haben hie keine bleibende Statt'') 
1.10 Shaw analysis, Brahms, Ein deutsches Requiem, op. 45, mvt. VII 46 
("Selig sind die Toten") 
1.11 Shaw alternative grouping, Brahms, Ein deutsches Requiem, op. 45, 46 
mvt. VII ("Selig sind die Toten"), mm. 1-101 
Chapter Three 
3.1 Dynamic symbol comparison 172 
xii 
LIST OF ILLUSTRATIONS 
Chapter One 
1.1 Shaw structural .analysis notes, Brahms, Ein deutsches Requiem, op. 32 
45, mvt . I ("Selig sind, die da Leid tragen"), mm. 1-28 
1.2 Shaw structural analysis notes , Brahms, Ein deutsches Requiem, op. 33 
45, mvt. I ("Selig sind, die da Leid tragen"), mm. 1-28 
1.3 Shaw edits, Brahms, Ein deutsches Requiem, op. 45, mvt. I ("Selig 53 
sind, die da Leid tragen"), mm. 15-28, horns, chorus, and strings 
1.4 Shaw's vocal score edits, Brahms, Ein deutsches Requiem, op. 45, 56 
mvt. I ("Selig sind, die da Leid tragen"), mm. 32-49 
1.5 Shaw notes on tempi, Brahms, Ein deutsches Requiem, op. 45, mvt. 58 
V ("lhr habt nun Traurigkeit") 
Chapter Two 
2.1 Shaw subdivision demonstration, Brahms, Ein deutsches Requiem, 94 
op. 45, mvt. I ("Selig sind, die da Leid tragen"), mm. 3-4, first celli 
2.2 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 111 
mvt. I ("Selig sind, die da Leid tragen"), mm. 15-17, choral parts 
2.3 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 112 
mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 22-26, choral 
parts 
2.4 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 113 
mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 198-207, 
baritone/bass part 
2.5 Count-singing strategy, Brahms , Ein deutsches Requiem, op. 45, 114 
mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 198-207, 
baritone/bass part 
2.6 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 115 
mvt. III ("Herr, lehre doch mich"), mm. 17-20, choral parts 
2.7 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 115 
mvt. III ("Herr, lehre doch mich"), mm. 48-50, soprano part 
2.8 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 116 
mvt. III ("Herr, lehre doch mich"), mm. 144-146, choral parts 
X Ill 
2.9 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 117 
mvt. III ("Herr, lehre doch mich"), mm. 164-175, tenor part 
2.10 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 119 
mvt. IV ("Wie lieblich sind diene Wohnungen"), mm. 4-8, choral 
parts 
2.11 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 120 
mvt. V ("lhr habt nun Traurigkeit"), mm. 18.4-23, choral parts 
2.12 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 123 
mvt. V ("lhr habt nun Traurigkeit"), mm. 70-72, solo and choral 
parts 
2.13 Quiet-singing strategy, Brahms, Ein deutsches Requiem, op. 45, 125 
mvt. VI ("Denn wir haben hie keine Bliebende Statt"), mm. 184-
186, choral parts 
2.14 Count-singing strategy, Brahms, Ein deutsches Requiem, op. 45 , 126 
mvt. VII ("Selig sind die Toten"), mm. 2-7, soprano part 
Chapter Three 
3.1 Rhythmic accentuation, Brahms, Ein deutsches Requiem, op. 45, 164 
mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 206-212, 
baritone/bass part 
3.2 Rhythmic accentuation, Brahms, Ein deutsches Requiem, op. 45, 166 
mvt. IV ("Wie lieblich sind diene Wohnungen"), mm. 143-148 , 
choral parts 
3.3 Shaw's dynamics, Brahms, Ein deutsches Requiem, op. 45, mvt. III 174 
("Herr , lehre doch mich"), mm. 17-33, choral parts 
3.4 Shaw's dynamic scheme, Brahms, Ein deutsches Requiem, op . 45, 176 
mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 54-65 , soprano 
part 
3.5 Shaw's crescendo approach, Brahms, Ein deutsches Requiem, op. 177 
45, mvt. V ("lhr habt nun Traurigkeit"), m. 24, choral parts 
3.6 Shaw's dynamics and accentuation scheme, Brahms, Ein deutsches 179 
Requiem, op. 45, mvt. II ("Den alles Fleisch es ist wie Gras"), mm. 
254-268, choral parts 
3.7 Shaw's balance edits, Brahms , Ein deutsches Requiem, op. 45, mvt. 182 
II ("Den alles Fleisch es ist wie Gras"), mm. 219-222, piccolo, 
timpani, and organ omitted. 
XIV 
3.8 Shaw's balance edits, Brahms, Ein deutsches Requiem, op. 45, mvt. 187 
III ("Herr, lehre doch mich"), mm. 144-148, choral parts 
3.9 Alternative balance approach, Brahms, Ein deutsches Requiem, op. 188 
45, mvt. III ("Herr, lehre doch mich"), mm. 144-148, choral parts 
Chapter Four 
4.1a Shaw's early enunciative guidelines applied to Brahms, Ein 206 
deutsches Requiem, op. 45, mvt. IV ("How Lovely is Thy Dwelling 
Place"), mm. 4-5, soprano part 
4.1b Shaw's mature enunciative guidelines applied to Brahms, Ein 211 
deutsches Requiem, op. 45 , mvt . IV ("How Lovely is Thy Dwelling 
Place"), mm. 4-5, soprano part 
4.2a Intoning homophonic text,, Brahms, Ein deutsches Requiem, op. 45, 212 
mvt. I ("Selig sind, die da Leid tragen"), mm. 15-21, choral parts 
4.2b Intoning polyphonic text, Brahms, Ein deutsches Requiem, op. 45, 213 
mvt. III ("Herr, lehre doch mich"), mm. 196-199, choral parts 
Chapter Five 
5.1 T/B rhythmic alteration, Brahms, Ein deutsches Requiem, op. 45, 240 
mvt. II ("Behold All Flesh Is As the Grass"), [English Edition, G. 
Schirmer, No. 13748], mm. 200-202, choral parts 
5.2 Author's edition of Shaw's English adaptation, Brahms, Ein 243 
deutsches Requiem, op. 45, mvt. VI ("Here On Earth Have We No 
Continuing Place") 
XV 
LIST OF MUSICAL EXAMPLES 
Chapter One 
1.1 "Ending Motive," Brahms, Ein deutsches Requiem, op. 45, mvt. I, 38 
("Selig sind, die da Leid tragen"), mm. 136-137 
1.2 "a" motive and its inversions, Brahms, Ein deutsches Requiem, op. 41 
45, mvt. IV, mm. 1-8, flute and soprano 
1.3 "A Motive," Brahms, Ein deutsches Requiem, op. 45, mvt. V, mm. 42 
1-2, violin I 
1.4 Fugue subject, Brahms, Ein deutsches Requiem, op. 45, mvt. VI 44 
("Denn wir haben hie keine bleibende Statt"), mm. 208-212, alto 
1.5 "Epidsode A" thematic material, Brahms, Ein deutsches Requiem, 44 
op. 45, mvt. VI ("Denn wir haben hie keine bleibende Statt"), mm. 
234-238, tenor and bass 
1.6 "Episode B with extensions" ("zu nehmen motive"), Brahms, Ein 44 
deutsches Requiem, op. 45, mvt. VI ("Denn wir haben hie keine 
bleibende Statt''), mm. 248-252, choral parts 
1.7 "Extensions of "zu nehmen motive," Brahms, Ein deutsches 45 
Requiem, op. 45, mvt. VI ("Denn wir haben hie keine bleibende 
Statt''), mm. 266-271, choral parts 
1.8 "Static Motive," Brahms, Ein deutsches Requiem, op. 45, mvt. VII 47 
("Selig sind die Toten"), mm. 40-42, choral parts 
Chapter Two 
2.1 Brahms, Ein deutsches Requiem, op. 45, mvt. II, ("Den alles Fleisch 85 
es ist wie Gras"), mm. 33-41, brass, timpani, and lower strings 
omitted. 
2.2 Brahms, Ein deutsches Requiem, op. 45, mvt. II, ("Den alles Fleisch 88 
es ist wie Gras"), mm. 219-241, flutes, oboes, horns, trumpets, 
choral parts, and violins 
2.3 Brahms, Ein deutsches Requiem, op. 45, mvt. VI ("Denn wir haben 91 
hie keine bleibende Statt"), mm. 288-290, bassoons, choral parts, 
viola, cello, and double bass 
XVI 
2.4 Brahms, Ein deutsches Requiem, op. 45, mvt. I, ("Selig sind, die da 93 
Leid trag en"), mm. 13-17, choral parts and strings 
2.5 Brahms, Ein deutsches Requiem, op. 45, mvt. I, ("Selig sind, die da 94 
Leid trag en"), mm. 13-17, choral parts 
2.6 Brahms, Ein deutsches Requiem, op. 45, mvt. VII ("Selig sind die 96 
Toten"), mm. 1-7, soprano, first violin, and cello parts 
2.7 Brahms, Ein deutsches Requiem, op. 45, mvt. II, ("Den alles Fleisch 103 
es ist wie Gras"), mm. 206-212, baritone/bass part 
Chapter Three 
3.1 Brahms, Ein deutsches Requiem, op. 45, mvt. II, ("Den alles Fleisch 
es ist wie Gras"), mm. 54--65, soprano part 
XVII 
175 
LIST OF MUSICAL EXERCISES 
Chapter Three 
3.1a Shaw warm up: finding the unison 135 
3.lb Shaw warm up: finding the unison-vowel spectrum 136 
3.1c Shaw warm up: immediate unison 136 
3.ld Shaw warm up: finding the unison-expansion to two-part divisi 136 
3.le Shaw warm up: finding the unison-expansion to four-part divisi 137 
3.1f Shaw warm up: raising the unison 138 
3.1g Shaw warm up: raising the unison-parallel major thirds 139 
3.1h Shaw warm up: the unison-interval refinement 140 
3.2a-b Shaw warm up: acoustics-vowel cycling 141 
3.3a Shaw warm up: color and dynamics-crescendo and brighten 142 
3.3b Shaw warm up: color and dynamics-diminuendo and darken 143 
3.3c Shaw warm up: color and dynamics-divisi crescendo and 143 
brighten 
3.3d Shaw warm up: specific dynamic levels (messa di voce)-divisi 144 
xviii 
INTRODUCTION 
Shaw-The Man 
"My favorite speech-writer (you know) was Abraham Lincoln, who said: 'It is a 
mistake to say that I have led- I have been controlled by events.'"' This was Robert 
Shaw's response to receiving the Gold Baton Award from the League of American 
Orchestras in 1988. 1t offers a glimpse of Shaw's self-perception. He apparently saw 
himself as a man who responded to life's events with dignity and hard work-nothing 
extraordinary, simply faithful. Shaw intended to follow in the footsteps of his father and 
grandfather by becoming a theologian , but life intervened. Fred Waring, famed choral 
conductor , discovered Shaw on the Pomona College campus in the spring of 1937 . 
Impressed by his raw artistic talent, Waring ultimately hired Shaw to audition and train a 
glee club for a new live radio series in New York City, which set Shaw's musical career 
into motion. Shaw went on to create his own critically acclaimed choral groups-the 
Collegiate Chorale, Robert Shaw Chorale, the Cleveland Orchestra Chorus , Atlanta 
Symphony Choruses , and the Robert Shaw Festival Singers-to study under famed 
conductors such as Pablo Casals , Serge Koussevitsky, George Szell, and Arturo 
Toscanini, and to lead major orchestras throughout the world. 
Shaw's impact on the field of choral music is immeasurable . The rationale for his 
prestige amongst great musical figures might include a profound commitment to the craft, 
revolutionary choral, educational , and performance practice methods, persuasive 
philosophies on choral music and art, and numerous acclaimed recordings . In 1945, 
1 Robert Shaw, "A Stone to Cut and a Brick to Lay: From the Remarks of Robert Shaw on 
Accepting the Golden Baton Award ," Symphony Magazine 39, no . 4 (1988) , 19. 
1 
Arturo Toscanini declared Shaw to be "the Maestro I have been looking for."2 This after 
having heard a chorus Shaw prepared for a performance of Beethoven's Ninth Symphony 
under Toscanini's baton. As Shaw turned 70, it was clear that his prowess and influence 
had arguably reached "Titan" status. In a tribute to Shaw, Charles Schisler, former Dean 
of Westminster Choir College and Professor Emeritus of Emory University (Atlanta, 
GA), once asserted, "No other musician of twentieth-century America has made a greater 
contribution to the musical produce of America both through training and performance . 
This contribution is staggering and legendary ."3 
If the esteem of his peers is not indicative of Shaw's stature amongst the 
celebrated musicians of his era, a list of his awards may be. Shaw received degrees and 
citations from forty U.S. colleges and universities, fourteen Grammy Awards, a Gold 
Record for the first RCA classical recording to sell more than a million copies, four 
American Society of Composers, Authors, and Publishers (ASCAP) Awards for service 
to contemporary music, the first Guggenheim Fellowship ever awarded to a conductor 
(1944), the Alice M. Ditson Award for service to contemporary music (1955), 
appointment to the National Council on the Arts (President Jimmy Carter, 1979), 
England's Gramophone Award (1988), the Gold Baton Award of the American 
Symphony Orchestra League for distinguished service to music and the arts (1988), the 
George Peabody Medal for outstanding contributions to music in America (1990), the 
National Medal of the Arts (White House, 1992), the Kennedy Center Honors (the 
2 Toscanini , as quoted in Joseph A. Mussulman, Dear People . . .Robert Shaw, a Biography . 
(Bloomington: Indiana University Press, 1979), 58. 
3 Charles Schisler. "Robert Shaw at Seventy: Tribute to a Titan." Choral Journal26, no. 9 (1986), 
18. 
2 
nation's highest award given to artists, 1991), Musician of the Year (Musical America, 
1992), the Conductors' Guild Theodore Thomas Award in recognition of his outstanding 
achievement in conducting and his contributions to the education and training of young 
conductors (1993), Officier des Arts et des Lettres (French Government, 1997), and 
induction into the American Classical Music Hall of Fame (1998). 
The previous list of awards is substantial. It demonstrates recognition of his 
contribution to the musical field and attests to his attainment of an ideal standard of 
excellence. It, however, does not provide their substance. This study aims to explore 
Shaw's exacting methods-many of them revolutionary in American choral music. 
Additionally, it strives to demonstrate how they contributed to his public persona and the 
notoriety of his musical achievements. In doing so it may also reveal how his standards 
ultimately elevated the choral craft, nationally and internationally. 
Shaw and Bin deutsches Requiem-Kindred Revolutionaries 
Shaw made a significant contribution to the choral/orchestral field, to which he 
was clearly drawn early in his career. Having resigned from his duties, Shaw composed a 
letter to Waring explaining his fascination with the genre: 
Ours is a peculiar relation: part employer and employee, part teacher and protege, 
part father and son .... And that relation has been subject to considerable strain in 
the past few years .... Now that discontent was very largely within me, and due 
to the limitations of my own musicianship; for at no time during those years was 
I ready- nor am I now ready- to step into the symphonic and concert field as a 
schooled and authoritative musician. But while my study [with Julius Herford] 
the past few months has been only enough to show how much is to be learned 
and how great is my lack, I feel I know the way I must go and the music with 
which I must work. It is a hard decision, for with the music I love and believe in 
most I am the greater child and novice. 
It seems to me there are three types of music in our present life: (1) That of 
entertainment, which is probably the most disciplined, most popular, and most 
3 
successful ... ; (2) That of art for art's sake , whose ideals are in-breeding , 
sophistication, aloofness, and intellectual snobbery, and (3) That of a vital 
people's music, which holds that certain masterworks speak with integrity and 
faith far beyond their own time, that America can develop in this time its own 
musical expression of dignity and purpose, and that both are within the 
understanding and heart of today ' s people . 
I am not sure that these words convey that which I feel so strongly. God 
knows we need music for fun. All music must have the joy and enthusiasm of 
recreation. But some music .. . has the element of "for keeps" in it. Music asks for 
mind and heart in varying degrees . Sometimes it asks for great mind and great 
heart. And by various people these are variously understood. And the only thing 
a person can say is , "For me this is real, and this I must do ."4 
Over 50 years of acclaimed performances and recordings of masterworks further 
evidence Shaw 's love of and faith in the integrity of choral/orchestral music . It is difficult 
to identify a conductor who performed works such as Beethoven's Ninth Symphony or 
Missa Solemnis, Bach's Mass in B Minor , Berlioz's Requiem, Brahms's Ein deutsches 
Requiem, Britten's War Requiem , Cherubini's Requiem Mass inC Minor, Hindemith's 
When Lilacs Last in the Dooryard Bloom'd, Mozart's Requiem, or Verdi's Requiem more 
than Shaw. 
Brahms' s Ein deutsches Requiem , in particular, held a significant place in Shaw ' s 
heart and career. This was due, in part , to its features. He was interested by both 
Brahms's message to the living and choice of a sacred, vernacular text. While 
memorializing Ivan Allen , a prominent Atlanta businessman, Shaw wrote, "The 
significant departure from religious tradition which separates Brahms' German Requiem 
from the Requiems of Mozart, Berlioz, Verdi-and numerous others-is that Brahms 
seems to be not nearly so concerned with the eventual habitat of the souls of the departed 
as he is with the comfort of the remaining living . lt must be accounted a conscious non-
4 Shaw, as quoted by Keith Burris, Deep River , (Chicago: GIA Publications, 2012) , 76-77. 
4 
conformity to begin a Requiem not with 'Grant them eternal rest,' but 'Blessed are they 
that mourn."'5 Shaw was also aware of Brahms's humanistic sympathies. He noted their 
influence on the Requiem.6 "'Humanism,"' Shaw wrote, "is neither a word nor a 
philosophical outlook regarded with unbounded favor by present generations-even of 
religious professionals .... What Brahms so eloquently underlines in his selection of texts 
and their musical settings-is that, from its beginning, humanism was associated with the 
Judea-Christian tradition. They were-and should be-inseparable."7 These qualities 
evidently resonated within Shaw, drawing parallels with his theology and personal life. 
A glimpse of Shaw's religious notions assists the reader in understanding his life-
long relationship with, and interpretation of, the Requiem. It is not within the scope of 
this study to delve deeply into Shaw's theology. Nonetheless, the following excerpt sheds 
some light on the topic.8 Burris succinctly describes Shaw's faith as follows: 
Shaw deeply believed ... that religion and politics had failed modern man and 
that the arts could and would serve as society 's only viable substitute for both the 
church and the public square. As he saw it, music, and choral singing in 
particular, was the one remaining natural habitat for community and for the life 
of the spirit. ... Robert Shaw's Christianity was a highly personalized 
5 Shaw , remarks at Ivan Allen, III Memorial Concerts , November 12-14, 1992. 
6 In response to Carl Reinthaler (1822-1896) regarding the Requiem's title, Brahms wrote, "I will 
confess I would gladly have left out the word 'German' and substituted 'Human ."' Brahms , as 
quoted by Shaw, Ibid . 
7 Ibid. 
8 Summarization naturally runs the risk of trivializing what was, in fact , a profound faith. 
According to the author 's research, several sources reveal Shaw's religious philosophies. Burris 
discusses the topic throughout his biography of Shaw, including two sermons (Appendix VII) and 
a "combined version" of Shaw's famous lectures/speeches: "The Conservative Arts," "Worship 
and the Arts ," and "Reflections and Excursions on Orchestra and Chorus ," (Appendix X). All are 
related to religion. Shaw delivered them (in various forms) numerous times throughout his career . 
All three were delivered , according to Burris , in "more or less final form" in 1981 at Memorial 
Church, Harvard University. Full versions of each are also printed in Robert Blocker 's book, The 
Robert Shaw Reader (New Haven: Yale University Press, 2004) , 335-411; and they are also 
available in the Gilmore Music Library of Yale University (MSS 86, the Robert Shaw Papers) . 
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combination of Christian mysticism, Christian agnosticism, pacifism, Beethoven, 
Brahms, and Shaw. Shaw doubted that contemporary organized Christianity had 
been faithful to Jesus; and he doubted that eternity was a place so much as a state 
of being-best imagined in Bach's music, or Beethoven's , or Mozart's . Shaw 
well understood that form of profound faith that does not provide immunity to 
doubt but is intertwined with doubt. ... Shaw saw Jesus as the greatest of all 
teachers and humanists. He left whatever Jesus was to Bach and other orthodox 
believers .... Shaw didn't need Jesus to be God. "For me," he [Shaw] said, "it is 
enough that he was a man." At the memorial "celebration" concert for Shaw, ... 
Rev. [Allison] Williams gave a meditation that he felt epitomized Shaw and that 
Sylvia McNair thought summarized Shaw's personal theology.lt is borrowed 
from Mother Teresa. When ... asked what she said when she prayed to God, she 
replied, "I do not speak to God; I listen." She was then asked what God said to 
her. And she replied, "God does not speak; He listens."9 
Burris's summary helps explain Shaw's attraction to the Requiem. The work is a 
quilt of biblical passages-all surely a familiar part of his youth. 10 Further, Brahms's 
choice of text defies traditional Christian dogma. Shaw was a life-long antagonist of 
organized Christianity. Additionally, its humanistic qualities aligned with his ideology. In 
1988, while contemplating the texts of Brahms's Schicksalslied, Gesang der Parzen, 
Nanie, and Alto Rhapsody, Shaw wrote, "The four texts together offer an almost 
overwhelming and despairing assessment of the 'human condition.' ... They offer none 
of the occasional hope-inspiring assurances of his German Requiem. (Even in the 
Requiem, however, these assurances do not occupy a dominant amount of the total time, 
and the pervading atmosphere is that of attempting to comfort and console in the abiding 
presence of grief.) Lest anyone give up and take to a monastery, let me propose that the 
mulch of tragedy, impermanence, frailty-possibly-even decay are the only ground 
upon which heroism can grow. (As others have noted, even a Christian God had to prove 
9 Burris, 507-508. 
10 Shaw, liner notes to Brahms: A German Requiem, Telarc CD-80501, 1999,6-7. 
6 
his God-hood by assuming human suffering.)" 11 With familiar biblical passages, obvious 
dissent from convention, and humanistic notions, the Requiem may have been Shaw's 
substitute for both the church and the public square. 
Shaw endured a considerable amount of suffering in his life. Two deaths exacted 
immeasurable damage, they essentially bookend his career. They also bear a loose , but 
notable , correspondence to his relationship with the Requiem. Shaw's first documented 
performance of the Requiem was in the fall of 1942. Shaw's younger brother, Jim, was 
killed nearly two years later in the line of duty . The two were close , and Jim's untimely 
death affected Shaw deeply by several accounts. 12 Caroline , Shaw ' s second wife 
succumbed to cancer in January of 1995. "She always says the right thing," Shaw said to 
one of his choirs just before she passed.13 "Caroline wasn't a saint," Burris writes, "But 
what she did for Shaw was saintly ."14 Her death left a void that, according to Burris , 
remained empty until his death in 1999. Shaw performed the Requiem fourteen times 
between Caroline's death and his own .15 His final performance of the Requiem occurred 
in February of 1998, less than one year prior to his death. One may never know, but 
perhaps the Requiem was a constant companion in his final years-a way to cope in the 
abiding presence of grief. 
His relationship with the Requiem, however, was not yet complete. In the summer 
of 1997 , he began a project with Craig Jessop, the Mormon Tabernacle Choir (MTC), and 
11 Shaw , letter to ASOC , February 25, 1988 . 
12 See Burris , "Part One: Roots" for details regarding the Shaw family dynamics and the impact 
of Jim 's death. 
13 Shaw, as quoted by Burris , 354. 
14 Ibid. , 355 . 
15 Once in 1995 , twice in 1996, and ten times in 1997 (Appendix A) . 
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the Utah Symphony Orchestra (USO). Shaw agreed to create his own English translation 
of the Requiem and record it with them in February 1999. Although his death prevented 
musical direction of the recording, the translation was essentially complete. Jessop 
finished the recording project in memoriam to Shaw. 
The Requiem is an ideal vehicle for exploring Shaw's choral methods. His clear 
affinity for the work likely contributed to a remarkable number of performances, which 
are detailed in Appendix A. The Requiem was also the first documented choral/orchestral 
work he conducted (1942) and the final one, on which he was working at the time of his 
death. It alone spans the largest portion of Shaw's approximately 61-year tenure (1938-
1999) in the musical field. Therefore, the Requiem uniquely offers a depth of exploration 
that other works cannot. 
Shaw's Choral Techniques 
For years I've written (letters and articles) and lectured on the "principles and 
rules of choral technique" and tried, so long as I could stand the sound of my 
own tape, to apply them to the repertoire at hand. But "principles" and "rules" 
somehow are convincing principally and as a rule mostly to those who "invent" 
or "discover" them. And to become effective, efficient, and dependable, they 
need to be isolated from other technical complexities and psychological 
urgencies, and repeatedly drilled, and comprehended in the "doing."16 
Shaw's acknowledged that although his methods were effective for him, they may 
not be for others. This study proposes to accurately synthesize the vast amount of data 
relating to his choral methods-definitions, premises, and relevant precepts. It will 
become clear that Shaw's techniques emanated from the music. They evolved and 
morphed over time and in relation to whatever work he was preparing. Placing Shaw's 
16 Shaw, letter to ASOC, October 16, 1974. 
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techniques into the Requiem's musical context permits an adequate understanding of their 
efficacy. 
Outline of the Study-Rationale and Methodology 
Shaw's achievements warrant a substantive study that aims to clarify why and 
how his contributions to choral music are significant. In spite of a sizeable body of 
related literature, no single document adequately exhibits Shaw's multi-faceted approach 
to preparing a choral/orchestral masterwork. Moreover, no research has been conducted 
on Shaw 's preparation and performance of Brahms's Requiem. Emerging choral 
musicians-those increasingly distanced from Shaw's presence-will benefit from the 
documentation of his philosophies and choral techniques. Illustrating how Shaw applied 
these concepts to the Requiem contextualizes them. Thus further insight pertaining to 
their efficacy may be garnered. In addition to providing such data, this study also 
examines how associations with mentors, colleagues, and family members likely 
influenced his methods. 
Two biographies of Shaw have been published. The first, Dear People . .. Robert 
Shaw, was written by Joseph A. Mussulman. Although insightful, Mussulman ' s 
biography does not thoroughly document the sources of much of its information. 
Additionally, it was created without Shaw's participation .17 Further, Mussulman's 
17 
"You know, I never did read that book [Dear People ... ]. One of the conditions accepted by the 
author [Mussulman] when he proposed the project was that its subject need never be interviewed. 
Before the book was handed to the publishers he asked if he could have an hour to check 'a few 
factual details ,' -but the subject' s memory for those details was so faulty he finally (I think) 
appreciated the wisdom of relying only on other sources. Since then, 'Dear People' has become 
an awkward salutation, and difficult to use-though you are even dearer people." Shaw, letter to 
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biography was published some twenty years prior to Shaw's death. These three concerns 
challenge the reliability of Dear People . . . Robert Shaw . 
Published in 2013, Keith Burris's biography of Shaw , Deep River, outlines the 
entirety of Shaw's life. Having personally known Shaw for many years, Burris also offers 
an intimate perspective on Shaw's character and demeanor, and influential family and 
mentors. Although Burris's biography touches on several of Shaw's revolutionary 
philosophies and choral concepts, it, like Mussulman's, does not document sources 
extensively. The accompanying DVD is, however, a significant primary source , which 
exhibits Shaw leading rehearsals of the Requiem at Boston University. 
Robert Blocker's The Robert Shaw Reader is a significant resource for those 
interested in Shaw research. This compilation, although not comprehensive , includes 
many of Shaw's letters , lectures, and speeches about various choral topics. Additionally , 
Blocker's book contains some of Shaw's notes on preparing and performing masterworks 
such as Bach's Mass in B Minor, St. John , and Matthew Passions, Beethoven's Mass inC 
and Missa Solemnis , Berlioz's Requiem, Britten's War Requiem, and Handel's Messiah . 
Arranged by subject, the reader is able to access information regarding specific 
techniques or philosophies Shaw articulated . 
Fundamentally, Blocker's book exhibits Shaw's original documents, unhindered 
by another author's prose. One of the limits of such a compilation , however, is that it is 
void of context or important explanation. The reader unfamiliar with Shaw's techniques, 
when applied to music, may misconstrue the finer details of them (i.e. their purpose both 
Atlanta Symphony Orchestra Chorus (ASOC), October 17, 1990. 
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in relation to each other and in the larger context of a work's preparation and 
performance). Moreover, presenting a portion of Shaw's writings on various principles 
risks marginalizing their evolution, which further skews context. Understanding the 
source of Shaw's choral techniques, how they evolved through decades of extensive 
experience, and how he chose to apply them reveals why they worked for him. 
A number of doctoral dissertations, while immensely beneficial to the field, 
employ a tack similar to Blocker's, presenting parts of the whole. William Green's 
dissertation is, to date, the most detailed application of Shaw's choral methods to an 
actual musical work. 18 Green notes the influence that Herford, Szell, and Toscanini had 
on Shaw's rhythmic and phrasing techniques, outlines their basic premises, and applies 
them to Bach's B Minor Mass, BWV 232. Green primarily supports his research with 
Shaw's letters to his choruses. Demonstrating various aspects of their application via 
numerous musical examples of the Mass in B Minor provides a better understanding of 
Shaw's choral methods. 
Randall Price's dissertation 19 explores Shaw's approach to editing musical scores, 
which was tremendously detailed, aiding in rehearsal efficiency, balance, and the 
communicative performance of a work. Price's research draws on Shaw's personal full 
scores, Harry Keuper's (Shaw's personal copyist) master scores, vocal scores owned by 
choristers who performed with Shaw, and the Carnegie Hall Workshop DVDs of Shaw 
rehearsing the selected works. The majority of Price's research records a large number of 
18 Green, William, "Robert Shaw's Approach to Rhythm and Phrasing as Evidenced in His 
Preparation of Bach's B Minor Mass," (DMA diss., University of Kentucky, 2006). 
19 Price, Randall Scott, "Score Markings of Robert Shaw," (DMA diss ., University of North 
Carolina at Greensboro, 2003). 
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score markings. The study surveys Berlioz's Requiem, Britten's War Requiem, Durufle's 
Requiem, Hindemith's When Lilacs Last in the Dooryard Bloom'd, and Verdi's Requiem. 
Price does not include instrumental markings, which ignores Shaw's approach to 
balancing a chorus with the orchestra-arguably a significant problem when performing 
the choral/orchestral repertoire. Although Price includes Shaw's philosophies of certain 
choral disciplines (i.e. rhythm, phrasing, dynamics, enunciation, and balance), his 
discussion of them is inadequate, largely comprised of short portions of Shaw's letters . 
This study will demonstrate that Shaw believed each choral discipline influenced 
the others. The previous publications and dissertations, while valuable contributions to 
Shaw research, dissect specific techniques from the intricate web of methods that 
contributed to his performance achievements?0 Understanding how Shaw accomplished 
such acclaimed performance results requires a more comprehensive discourse. To date, 
no such research exists. 
This study mirrors Shaw's preparation and rehearsal sequence-one task building 
on the previous. Each chapter begins with theoretical discourse, the fundamental 
premises of a particular method abstracted from the music. Shaw's techniques are 
subsequently applied to the Requiem's music. Chapter One investigates Shaw's analytical 
process-its influences and specific procedures. Detailed analytical graphs of Shaw's 
analysis of the Requiem are also provided, which illuminate both his approach to analysis 
and interpretation of the work. Chapter Two explores Shaw's philosophies regarding the 
"time" element of music (pulse, rhythm, accentuation). It outlines his techniques for 
20 See Bibliography for other dissertations about Shaw's influence. Since they are not similar in 
scope or purpose to this study, they are not herein annotated. 
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improving its execution and how he employed them in the Requiem. Chapter Three 
examines Shaw's notions of music's "tone" component (intonation, vocalism, dynamics, 
phrasing, and balance) and methods of refining them in and out of the Requiem's context. 
Chapter Four traces the origin and evolution of Shaw's approach to text. I have 
synthesized the salient features of decades of Shaw's writings about enunciation 
principles into comprehensible tables and provided his unpublished English translation, 
created for the 1999 MTC recording. A detailed comparison between Shaw's and one of 
the first English translations (Elizabeth Tarquair, 1872)21 follows, which allows the reader 
to draw conclusions about the adequacy of Shaw's. An edition of the Requiem's sixth 
movement comprises Chapter Five , placing all of Shaw's choral methods and English 
translation into the proper musical context. 
Four primary source types serve as the basis for this study: Shaw's writings, 
recordings , performance scores, and interview data from proteges Drs . Ann Howard 
Jones and Craig Jessop. Shaw consistently wrote letters to his ensembles, wherein he 
expounded upon a variety of topics , including his choral philosophies and methods. In 
addition to preserving a wealth of information regarding his techniques , they provide a 
path toward their origin and evolution over the decades of his career. I obtained the vast 
majority of Shaw's letters (roughly October 24, 1956-November 3, 1999) from Jones ' s 
21 Lara Hoggard asserts that Tarquair's was the first English underlay for the Requiem. Johannes 
Brahms, A German Requiem, Opus 45, vocal score , rev., trans ., and adaptation Lara Hoggard , 
(Chapel Hill, NC: Hinshaw Music Inc. , 1997) , iv. Leonard Van Camp claims it to be the "best-
known English version ." Van Camp, A Practical Guide for Performing , Teaching and Singing 
the Brahms Requiem, (Lawson-Gould Music Publishers, Inc., 2002), 15. No data is offered to 
support Tarquair's is the best known . One may assume that this version is widely used for 
performance of the Requiem in English. This in combination with Hoggard's research makes it an 
important comparative tool. 
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private library. Letters from earlier years were located in the Shaw Papers (MSS 86) at 
Yale University . Handwritten notes, lectures, and speeches were also obtained from the 
archive of Shaw's personal belongings at Yale University. 
Recordings of Shaw 's rehearsals and performances of the Requiem are valuable 
primary sources because they allow the empirical collection of data. Shaw recorded the 
Requiem twice (RCA, 1947 and Telarc, 1984). Both audio recordings, which illustrate, in 
part, Shaw's performance standards, were consulted. In 1990 Shaw began a series of 
choral workshops at Carnegie Hall. The Requiem was the first masterwork of the series. 
In addition to exhibiting Shaw's methods of rehearsing the Requiem, this DVD offers 
insight into Shaw's choral philosophies via fragments of interviews. Further, the DVD 
allows one to gather aural data related to Shaw's preferences of tone, intonation, balance, 
dynamics, and atticulation. The Carnegie Hall DVD offers only fragments of Shaw's 
rehearsals, which incompletely exhibit the sequence in which he rehearsed the Requiem. 
As a result, it is difficult to ascertain precisely how he began rehearsing the work and 
progressed. Further, the final performance is not included. Therefore, the listener is 
unable to assess the achievements of the final product. In 1996 Shaw led both a sing-
along (English) and performance (German) of the Requiem at Boston University. The 
sing-along and dress rehearsal of the performance in German were recorded and are 
available on the DVD that accompanies Burris's biography, Deep River. Because both of 
these events were recorded in full (unaltered by editing), the listener is able to gain a 
better sense of Shaw's rehearsal sequence, in addition to all of the benefits offered by the 
Carnegie Hall DVD . 
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The archive at Yale University contains a number of Shaw's Requiem scores: 
1. Johannes Brahms. Ein Deutsches Requiem, nach worten der heiligen Schrift, 
fiir Soli, Chor und Orchester, op. 45. Full score. Leipzig: VEB Breitkopf and 
Hartel Musikverlag [No. J.B . 89], 1978. 
2. . Full score. Brahms Samtliche 
3. 
4. 
5. 
Werke, Ausgabe der Gesellschaft der Musikfreunde in Wien, Band 17. Ann 
Arbor, MI: J. W. Edwards; Breitkopf and Hartel [No. 89], 1949. 
______________ .Full score . Frankfurt: C. F. Peters 
[No. 10260]). 
______________ . Full score. Leipzig: J. Rieter-
Biedermann, n.d. 
______________ .Vocal score. Frankfurt: C. F. 
Peters, n .d. 
6. . A German Requiem, Words Selected from the Holy 
Scriptures for Soli, Chorus and Orchestra. Vocal score. Robert Shaw, ed., 
1989. [This score was likely unpublished. It appears to have been created 
from a C. F. Peters template and then edited, according to notes inside the 
front cover, by Shaw (November 18-20, 1889) for performances in 1990.] 
7. . A German Requiem, Words selected from the Holy 
Scriptures for Soli, Chorus, and Orchestra, op. 45 . Vocal Score. Robert 
Shaw, ed., 1999. [Xerox of a score containing Shaw's handwritten English 
translation, used for the 1999 MTC recording. Box 270, Folder 962, MSS 86, 
the Robert Shaw Papers in the Gilmore Music Library of Yale University.] 
8. . Requiem for Four-part Chorus of Mixed Voices and 
Baritone and Soprano Soli with Piano Accompaniment. Vocal score. 
Trans. Elizabeth Tarquair, rev. R. H. Benson. New York: G. Schirmer 
Inc. [No. 13748], n.d . 
9. . Vocal score. Robert Shaw, ed., 1992. 
[This score was likely unpublished. It appears to have been created from a G. 
Schirmer template and edited by Shaw. Boston University Music Curriculum 
Library .] 
It is difficult to pinpoint precisely how and when Shaw used each of the four full 
scores-performance dates and locations are not definitively noted in any of them. 
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Handwritten data, however, does allow plausible conclusions. The J. Reiter-Biedermann 
(R-B) edition, for instance, is almost entirely devoid of personal markings. Therefore, the 
author has concluded that it was not used for analysis, rehearsal, or performance. The R-
B edition was rarely consulted for this study. The VEB Breitkopf and Hartel (B&H) , J . 
W. Edwards (Band 17), and C. F. Peters (CP) editions, on the other hand, all contain 
extensive personal markings pertaining to analysis, tempi, dynamics, articulation, 
balance, diction, cues, and other interpretation- performance-related notes. Consequently, 
all three served to inform pertinent portions of this study . 
Additional information aids the assessment of the remaining full scores' (B&H, 
Band 17, and CP) relevance and purpose. Shaw consulted a number of recordings (Table 
1.4) when refining his tempo choices. The margins of the Band 17 and CP editions are 
filled with tempi comparisons, the B&H edition is not. Although the B&H edition, given 
the extensive performance-related notes, may have been used for rehearsal and/or 
performance, it is also possible that Shaw simply used it as a preparation resource-a 
way to record analytical and other pertinent details on a clean score. The dates of the 
recordings (Table 1.4), to which Shaw listened, make it likely that both the Band 17 and 
CP scores were used exclusively from the mid-1980s onward. 
The previous assertion is supported by data that coincides with specific 
performances. In the CP score, for instance, the names "Mark Aliapoulios" and "Ning 
Jiang" are written next to the headings of movements three and six . Aliapoulios and Jiang 
were the soloists for the performance at Boston University on November 17, 1996. Band 
17 contains "LA Mar. 17, 1974," which is the date Shaw performed the Requiem with the 
16 
Los Angeles Master Chorale and Orchestra in Los Angeles, California. Moreover, the 
Band 17 score contains a handwritten English translation under the printed German text, 
which precisely matches the one provided in the 1999 MTC English recording liner 
notes. Although Shaw never conducted the 1999 performance and recording, the Band 17 
edition is likely the last Requiem full score Shaw employed. 
The vocal score Shaw edited in 1989 (#6 above) was evidently a personal study 
score, as it contains choral markings and detailed analytical notes similar to the Band 17, 
B&H, and CP full scores. Consequently, it was employed in the creation of the graphs of 
Shaw's Requiem analysis (Chapter One). The author also located a vocal score in the 
Boston University Music Curriculum library that is similar to the edition Shaw prepared 
in 1989 (#9 above). Inside the front cover, it is noted that the edition was originally 
created for performances in 1990 and reviewed-presumably by Shaw-for the ASOC in 
1992. Since it is a later edition, the author consulted this score more extensively. Shaw's 
vocal scores generally consist of notes relevant to the chorus: dynamics, articulations, 
diction, and balance indications. As such, they were consulted for the musical examples 
provided throughout this study. 
Shaw's archival materials also contain Xeroxes of a vocal score (also a template 
similar to the 1989 edition), which contain a handwritten English translation matching the 
one provided in the 1999 MTC English recording liner notes?2 Since the translation is 
similar to other documents written in Shaw's hand, it was concluded that these Xeroxes 
are the original source of his English translation. Articulation, dynamics, balance, and 
22 Box 270, Folder 962, MSS 86, Shaw Papers, Yale University. 
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diction indications are also present in this score. This vocal score was therefore the 
foundational source of the edition provided in Chapter 5. 
Jessop provided the impetus for Shaw's final English-translation project in 1997 . 
Additionally , he worked with Shaw for a number of years in France and the United 
States . Consequently, the author gleaned a wealth of information-placing the translation 
project and Shaw's methods into a more definitive context-via a phone interview with 
Jessop in the spring of 2012. Having worked extensively with Shaw for nearly two 
decades, Jones provided great depth regarding Shaw's character, theories, and methods-
their application to choral music as a whole, and specifically to the Requiem. Doctoral 
study under and numerous informal interviews with her clarified Shaw's complex 
philosophies and validated the assertions contained within this study . 
A few additional principles regarding the methodology of this study bear 
mentioning . First, little biographical information about Shaw is provided. Significant 
work has already been done in this vein. Pertinent biographical details were included to 
bolster the reader's understanding of a particular philosophy or technique. Second, 
extensive research about the Requiem has already been completed; it was thoroughly 
consulted for the purposes of this study . The author has only included , however, details 
germane to this study since the body of research related to the Requiem is widely 
available to the public. The Bibliography assists the reader in locating published 
materials on or related to Shaw and the Requiem. Finally, the author worked to include as 
many of Shaw's quotes as appropriate. Tailoring the prose of this study around Shaw 's is 
18 
designed to offer insight into his character, which unequivocally informed his choral 
philosophies and methods of preparing and performing Brahms's Ein deutsches Requiem. 
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CHAPTER ONE 
SCORE STUDY: THE DEVIL IS IN THE DETAILS 
I believe that form in music is a symbol of relations and values, not a blueprint of 
construction technique .23 
Shaw's biographical information has been thoroughly documented?4 Briefly 
outlining his musical training, however, provides insight into the evolution of his 
approach to preparing a choral masterpiece. Shaw's musical education was 
unconventional. In the course of this study it will become evident that he gleaned and 
tailored his methods and philosophies while apprenticed to a number of celebrated 
musicians, namely Fred Waring (1900-1984); Aurturo Toscanini (1867-1957), Serge 
Koussevitsky (1874--1951), George Szell (1897-1970); and, to a lesser extent, Pablo 
Casals (1876-1973). Shaw considered German theorist, musicologist, and conductor , 
Julius Herford (1901-1981) to be his primary mentor. 
The "privilege" (Shaw's sentiment) of working with Herford was the result of a 
Guggenheim Fellowship, granted in April of 1944?5 Shaw's musical training prior to his 
work with Herford had occurred at home or within his father's churches?6 He never 
23 Shaw, letter to ASOC , October 18 , 1967. 
24 See introduction. 
25 Mussulman notes that the Fellowship was awarded for "study of music theory and the 
techniques of instrumental and choral conducting, and to prepare a book on the development of 
symphonic choruses for the performance of modern choral music." The book-a topic of 
discussion with Shaw for many years-was never written. Mussulman, 50. 
26 
'"Bobby' was no musical prodigy ... . No one thought Bobby Shaw was anything particularly 
special musically. He sang. All the Shaw kids sang. The whole family sang. But it was a church 
thing. Music was a part of family and church. He participated, but with no particular distinction . 
. . . All the Shaw children received a few piano lessons . None took to the instrument, including 
Bob. He played drums in the school band .. . . All of the Shaw children conducted a church choir 
in their late teens and early twenties in Glendora, California-they passed the job down one to the 
next." Burris, 8 . See also , Mussulman , 8 . 
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received a formal music education and evidently did not contemplate any sort of musical 
career as a young adult. He recalled: 
It is only fair to say that I got into choral conducting quite unintentionally. I 
didn't take any music courses all the way through college .... My thrust into 
choral conducting was by accident. Obviously, since my father was a minister, I 
had conducted church choirs. But I never considered that to have any 
professional possibilities. And them from choral conducting, I got into orchestral 
conducting substantially by accident. ... My principal influence and teacher was 
a man by the name of Julius Herford. His ... contribution to my education was in 
terms of musical structure and analysis. It was never just time beating. It was the 
understanding of music from the structural point of view ?7 
Intense study with Herford provided the fundamental training Shaw lacked. 
Herford's "genius," according to Shaw , was comprised of two rarely associated 
attributes. In Shaw's estimate, Herford believed musical form to be its communicative 
source, and his research was regularly informed by the realities of performance.Z8 
Herford's was not an ideology, in Shaw's view, that existed in an academic vortex-
disassociated with the realities of performance. Rather, Shaw characterized him as a rare 
human, who revealed music's emotional equalities via its intellectual elements within a 
practical environment-characteristics akin to those already present in young Shaw ?9 
27 Shaw, as quoted by Molina, 26. Shaw also recounted an early exchange with Fred Waring at 
Pamona College, CA, in 1938: "He [Waring] said, 'Do you want to go into music?' And I said, 
'No, I'm going into philosophy and theology."' Shaw, as quoted by Susan Elliott, "Choir 
Practice: Conductor Robert Shaw Talks to Susan Elliott," Gramophone 69, no. 824 (1992): 22. 
The following year Shaw accepted an offer from Waring to start a new chorus in New York City-
a decision that catapulted him into a highly successful musical career. 
28 
"He [Herford] understood form in music-its structure: its harmonic, metric, and quantitative 
properties-as ... the source of its emotional communication .... He worked with people, 
students and associates-rather than libraries and books exclusively. At all times study with 
Julius Herford was associated with performance." Shaw, " In Honor of the 80th Birthday of Julius 
Herford" (speech, Indiana University , Bloomington, IN, February 25, 1981). 
29 Shaw must have found a kindred spirit in Herford (and vice versa). Burris develops this notion 
throughout his biography. A review of the two sermons Shaw- then a collegiate- gave in his 
father's church (Burris, Appendix VII, pp. 553-560) reveals an early proclivity for 
spiritual/emotional growth through knowledge and music. 
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Relford believed the study and pelformance of music ought to be wed, each 
incessantly informing the other. He once wrote, "Study-rehearsal-pelformance are three 
interrelated stages which together build one whole; they influence and shape each other. 
It must be emphasized that we do not study for pelformance; rather, we study rehearse 
and pelform in order to grow as musicians and human beings."30 Relford's philosophies 
unquestionably resonated in Shaw, yielding a musical comprehension and philosophical 
foundation, which he regularly attributed to Relford. Shaw once joked, "It has been my 
privelege [sic] to work and study with him [Relford] for almost two years-and if his is a 
reservoir of knowledge and understanding I am something of a spigot-even if a leaky 
one."31 
Relford's influence appeared in 1947, when Shaw delivered a lecture at 
Tanglewood: 
It is musical understanding, which builds a chorus-not techniques. There is no 
technique apart from purpose, and there is no technique apart from the demand 
and ingenius [sic] of particular music. No one can build a chorus apart from the 
score at hand. The music itself defines the technique. It should be said over arJd 
over again: you cannot take techniques, and sit about making them produce 
music! When you finally understand the score-when you know in detail its 
building materials, when you have ideally heard the sound, which will sense its 
structure, and when you have successfully translated the elements of structure 
into the qualities of spirit you have no technical problem- because you know the 
question. The answers come fast, and they come in multiples-arid you 
experiment. If you have ears you listen-and when you hear the right thing you 
build from there. One of your ideas will work-and if it doesn't, you don't know 
the score well enough. Go back and study .32 
30 Julius Herford, "Performance is Essential to Growth," Music Journa/19, no. 8 (1961): 35. 
31 Shaw, "Tanglewood Notes, 1947," Box 203, Folder 53, MSS 86, the Robert Shaw Papers in the 
Gilmore Music Library of Yale University. 
32 lbid. 
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It is from this premise that the reconstruction of Shaw's preparation of Johannes Brahms's 
Requiem, op. 45, departs. Intensive musical study must precede, according to Shaw, any 
rehearsal. Thorough knowledge of Brahms's building materials and the Requiem's architecture 
will yield the proper rehearsal techniques. Exploring Shaw's analytical approach will illuminate 
his analysis and, consequently, his preparatory methods. 
SHAW'S ANALYTICAL METHODS 
Shaw's writings on musical performance are vast, complex, and integral to the 
understanding of his techniques?3 It is not within the scope of this study to 
comprehensively detail these philosophies. Touching briefly on them provides insight 
into his methods. Shaw believed musical performance, in the simplest of terms, consisted 
of the score and the instruments required to realize it. The score, according to Shaw, 
requires associated intellectual components (i.e. analysis, interpretation, and an 
understanding of related performance practice). The instruments necessitate additional 
mental, physiological, and emotional functions (i.e. knowledge ofthe instruments' 
requisite operational specifics, skills to execute those operational details, and a desire to 
operate them). In essence, Shaw's view of musical performance encompasses 
comprehension and creation, realization's interpretive ambiguities. 
Shaw asserted that "the musician's problem ... lay in achieving an organic living 
relationship between structure and sound [comprehension and creation]; that we 
desperately need to understand form and the pattern and structure not as arithmetic but as 
33 The vast majority of Shaw's philosophies on music and music performance can be located in 
the Gilmore Music Library of Yale University: MSS 86, the Robert Shaw Papers. This study's 
bibliography includes additional publications and dissertations related to Shaw's ideology. 
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energy and spirit; that we must equally be sensitive to the basic primitive qualities of 
human sound; that when sound serves structure it too becomes spirit; and, as corollary to 
these, that the conductor's business is knowing at any instant where he is in tonal space 
and time-which is music's dimension."34 In this vein, he spent a great deal of his time 
preparing for rehearsals?5 In keeping with Shaw's philosophy (techniques emanate from 
score study), his formal analysis will appear in the following section, serving as the guide 
for subsequent discussions of rehearsal and performance techniques. 
In addition to a formal, theoretical analysis of the score, Shaw highlighted two 
other responsibilities associated with its study .36 First, relevant musical matters such as 
forces and historical performance practice concerns should be addressed. Second, a 
corollary body of intellectual notions and "native aesthetic tastes" which affect the 
interpreter's disposition must be considered?7 Fundamentally, Shaw followed a five-step 
procedure when analyzing a score (Table 1.1)?8 
Table 1.1 Shaw's five-step analytical procedure 
Procedure Notes 
I. Analyze Phrase, Meter, Harmony, Structure- in the style of Herford 
II. Solfege All orchestral and vocal lines 
III. Edit All orchestral and vocal lines prior to first rehearsal 
IV . Listen Recordings 
V. Learn From rehearsals and correct initial edits 
34 Shaw, "Tanglewood Notes, 1947," Box 203, Folder 53, MSS 86, Shaw Papers, Yale 
University. 
35 Burris corroborates Shaw's intense work habits, 21,226-227,350-355. 
36 Shaw, "Notes from San Diego Choral Workshop, 1953," Box 202, Folder 39, MSS 86, Shaw 
Papers, Yale University . 
37 Ibid. 
38 Shaw, Robert Shaw: Preparing a Masterpiece, A Choral Workshop on Brahms's A German 
Requiem, vol. 1, DVD, Orchestra of St. Luke's, Carnegie Hall Centennial Chorus, conducted by 
Robert Shaw (New York, NY: Carnegie Hall Corporation, 1991), c.l:42:25. 
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I. Analyze 
Shaw felt the conductor's responsibility above all else lies in stewarding the 
message of the composer: 
Our underlying supposition-our "faith"- is that the great composer is also the 
great illuminator and communicator. Therefore, if we wish to have our lives 
"touched" and "illumined" by his understanding, we need first to satisfy his 
technical prescriptions. At the moment we fulfill his musical instructions we 
receive his "message."39 
"Musical analysis," Shaw wrote, "is the attempt to comprehend the composer's musical 
language tonally [pitch, color, amplitude] and temporally [rhythm].'><~° Fundamentally, he 
viewed analysis as a meticulous exploration of every musical element: Of what precisely 
is the composer's vocabulary comprised? What raw materials-pitch, rhythm, 
articulations, and dynamics-are employed? How are melodic and rhythmic motives 
organized? How are they related harmonically? Which are structurally important; and 
which are subsidiary?41 
Shaw believed reducing music to a mere "emotional mystery" overlooks its 
intellectual complexities. Experienced emotional phenomena are predicated on the 
composer's architectural achievements. He wrote, 
Music is "structured" intellectually, just as architecture is structured. It is not 
merely an emotional mystery (though, of course, it is that); it is also an 
intellectual achievement. Great music has order, design, and balance; and these 
are not some cold, arithmetical, or musicological trivia; they are the frame upon 
which all ornamental and cosmetic factors are draped. For some of us this 
"frame"- the proportions and strength of the structural elements- is also the 
source of great music's communicable fervor and survivabilitl2 
39 Shaw, letter to ASOC, September 9, 1978 . 
40 Shaw, letter to ASOC, October 25, 1984. 
41 Ibid. 
42 Ibid. 
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Understanding structure, Shaw asserted, "is important because all of its elements happen 
to be physically and existentially true .... Matters of proportion and scale ... play upon 
our minds and memories, so that even seemingly unrelated experiences are awakened and 
touched by the surprise of this 'modulation,' the freshness of that 'episode' or the 
reassurance ofthis 'recapitulation.'"43 
Analysis "in the style of Herford" (Table 1.1) refers to a method commonly 
labeled "structural analysis." Based upon the author's research, published information 
regarding the specifics of this technique is sparse.44 James Jordan supplies a few details 
about Herford's methodology in the second volume of his Inward Bound series.45 Briefly, 
Jordan explains that structural analysis is similar in philosophy to Heinrich Schenker 
(1861-1935) and Ernst Kurth (1886-1946). In Herford's words, 
Structural analysis is a study in depth (internal evidence) . It examines the 
technique of composition, the composer's musical vocabulary, and the spirit and 
soul of the work. It deals with the work as a whole (the overall structure) and the 
form of single movements. To know a work of art, we must have a concept of 
what it means as an entity. Our judgment should be based upon the form as a 
whole. In the process, we should know as much as possible about the physical 
shape of the composition.46 
43 Shaw , letter to ASOC, October 8, 1975. 
44 James Jordan, Inward Bound, Philosophy, and Score Preparation, vol. 2 of Evoking Sound: 
The Choral Rehearsal, (Chicago: GIA Publications, 2008), 319-335. See also, Herford, "The 
Choral Conductor's Preparation of the Musical Score," in Choral Conducting: A Symposium, 
edited by Harold Decker and Julius Herford, (Engle Cliffs, NJ: Prentice-Hall, Inc.), 177-230; 
Donald Neuen, Choral Concepts (Boston, MA: Cengage Learning, 2002), 144-161; and Wayne 
Abercrombie, "A Conductor's Analysis of Johannes Brahms's Ein deutsches Requiem, opus 45," 
(DMA diss., Indiana University, 1974). The William and Gayle Cook Music Library at Indiana 
University houses The Julius Herford Collection, which contains primary sources of Herford's 
work. 
45 James Jordan, Inward Bound, Philosophy, and Score Preparation, vol. 2 of Evoking Sound: 
The Choral Rehearsal, 319-335. 
46 Herford, as quoted by Jordan, 305. 
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Jordan asserts that this analytical approach essentially identifies a work's various 
structural elements (e.g. sections, phrases, motives, key areas, associated text, and 
forces). It also aids the conductor in deciphering the composer's musical language. The 
following steps, according to Jordan, constitute Herford's approach to structural analysis: 
Table 1.2 Herford's structural analysis procedure47 
Step Element 
1 Framework-larger units of structure (overall form) 
Subtle Details of the Framework-smaller units of structure: 
Subsections-collections of large related phrases (i.e. antecedent/consequent), 
2 which comprise smaller, identifiable segments within a large section (e.g. an A section may be comprised of aba' phrases) 
Individual phrases 
Motives (grouped by measure) that create a specific phrase 
Having dissected the components of a work, a graph is created in order to provide 
a visual representation of its architecture. The graph's concision allows the conductor to 
readily synthesize and internalize the vast array of analytical details-ultimately assisting 
one's interpretation, preparation, and performance of the work.48 Herford published a 
number of graphs in Choral Conducting: A Symposium.49 He did not, however, include 
information explaining the specific elements of his graphs. Figure 1.1 provides Herford's 
analysis of the Requiem's first movement (mm. 1-28), which aids in understanding his 
process, its purpose, and how Shaw likely learned it. It also illustrates the basic 
components and their format, which I outline in Table 1.3. 
47 Ibid., 320-329. 
48 Ibid., 330. 
49 Herford, "The Choral Conductor's Preparation of the Musical Score ," 177-230. 
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Figure 1.1 Herford graph of Brahms, Ein deutsches Requiem, op. 45, mvt. I ("Selig sind, die da 
Leid tragen"), mm. 1-2850 
ziemlich Iangsam und mit Ausdruck (moderately slow and with expression) 
Introduction Tentative Start First Lied idea 
\ 
1 14 15 18 19 28 
4 10 
(4+4+2) 
Key: F F 
Orchestra Chorus 
(11) (12) =1-4 
F-Pedal Db c F-Pedal F-Pedal 
Selig sind, Selig sind, die da Leid tragen 
(Matt. 5:4) 
Table 1.3 Herford's structural analysis graph format51 
Layer Data 
Tempo "Ziemlich Iangsam und mit Ausdruck" (some graphs include meter in this layer) 
Form Label (e.g. "Introduction" or "Tentative start:") 
Section The span of large sections (e.g. mm. 18-46) 
Span The span of section (e.g. "15-18" = mm. 15-18) 
Summary Summary of section length (i.e. "4" and "10") 
Measure The first Lied idea ("19-28") is ten measures in length (summary) and its 
Groupings thematic material can be grouped as "(4 + 4 + 2)" 
Key Basic tonal areas 
Forces Forces employed in various sections (e.g. "Orchestra" or "Chorus") 
Notes Brief observations connected to structural discoveries (e.g. "15-18=1-4") notes 
that mm. 15-18 have the same thematic material as mm. 1-4 
Text List words of text related to sections or notes regarding text 
Harmony Minor tonal areas or related details 
The curved lines directly below the form labels indicate large sections. In the 
complete graph, Herford noted that mm. 18-46 were a larger section.52 Brahms's music 
50 Herford, 214-215. 
51 The terminology employed within the table is the author's. It aims to briefly summarize the 
layers of Figure 1.1. 
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occasionally consists of phrases that conclude and subsequently begin mid-measure, 
making it somewhat difficult to precisely define phrase endings and beginnings within a 
graph .53 This is traditionally termed phrase elision, the ending of one phrase 
simultaneously begins another. In figure 1.1, the smaller curve above m. 19 indicates that 
the phrase of mm. 19-28 actually begins in m. 18. Shaw interchangeably labeled these 
instances as, "overlapping" or "linking," which he characterized as follows: 
If one wishes to escape the "tyranny" -and the tedium-of unrelenting 
expectability [sic], he could tan [have?] an "answering" or passive measure at the 
end of one phrase and use it to initiate the immediately subsequent phrase. An 
ending becomes a new beginning. The terms for this event are overlapping or 
linking. These terms are somewhat more phlegmatic than their theological 
equivalent of resurrection; but their effect can be similarly invigorating .. . a 
Phoenix (initiator) ... rises from the ashes of the answer.54 
Shaw evidently did not create graphs of the Requiem.55 His scores and 
handwritten analytical notes of the Requiem56 confirm that he employed the procedures 
necessary to do so. In addition to markings designating form (e.g. A, B, Coda) and 
harmonic analysis (i.e. key areas and Roman numeral analysis), Shaw's scores and 
52 Herford, 215 . 
53 I have intentionally avoided labeling this technique "cross-bar phrasing," given its strong 
association with Baroque music. Intermingling additional terms for various compositional devices 
clouds the discussion. Jan Swafford documents Brahms's interest in the music of preceding 
composers such as Bach, Johannes Brahms: A Biography , (New York: Vintage Books, 1997), 26 , 
370, and 524. 
54 Shaw, letter to ASOC, September 19, 1989. Shaw used arrows to indicated phrase overlaps. He 
placed them within his scores next to phrase groupings. 
55 His archived papers at Yale University do not contain a single example. 
56 Four scores served as the source material for the author's graphs of Shaw's analysis: Band 17; 
CP; B&H; and a choral score , 1989 (obtained from the Boston University Music Curriculum 
Library). Additionally, Shaw's papers include handwritten structural analyses of the Requiem: 
"Brahms-Requiem (Structural Analysis)," Folder 961; and "Brahms-Requiem: Analysis," Box 
270, Folder 957, MSS 86, Shaw Papers, Yale University . 
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analytical notes identify subsections, phrases, and motivic groupings-integral 
components of Herford's graphic analysis. 
Shaw's letters provide a glimpse of his process. He once asserted, "The most 
stimulating aspect of analysis consists first in identifying the principal tonal and metric 
materials (their nature and dimension) and, second , in following their alteration and 
variation as the music 'grows' through time."57 He expounded: 
[Analysis] becomes a search for phrase-lengths and "punctuation." Groupings of 
two and three measures are assembled into "sentences" of fours , fives, sixes; and 
gradually, the piece is "paragraphed," so that the composer's thought-process and 
intentions become clear. .. that is why the simple numbering of measures can be 
so meaningful. The numbers represent not only a piling up of materials , but a 
passing of time. And , therefore, they lead us into senses of proportion and 
relationship. Just as each measure may contain a compression or augmentation of 
metrical impulses, so the groups of two and three measures will relate to other 
groupings, and we will be conscious of expansion and contraction-matters of 
energy-but now in ever-enlarging dimensions. Until , at last , Allah willing , the 
whole piece becomes a living, breathing soul.58 
Shaw used two mediums to record his analysis of the Requiem. First , he penned 
basic analytical details on a legal pad. Second, he wrote pertinent markings in his scores. 
The fact that his notes contain details that the scores do not, and vice versa, may suggest 
that Shaw worked between both when creating a single analysis. The discrepancies 
between Shaw's various sets of notes and scores, on the other hand, allow the author to 
surmise that they represent separate analyses, created at various periods throughout his 
career.59 Comparing a portion of Shaw 's analytical notes and an excerpt from the vocal 
57 Shaw , letter to ASOC , October 25 , 1984. 
58 Ibid. 
59 The lack of specific dates in the majority of these sources makes it impossible to pinpoint 
precisely when each form of analysis was created. 
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score demonstrate basic similarities and differences that exist between analyses. It also 
provides insight into the evolution of his analysis of the Requiem. 
Illustration 1.1 exhibits Shaw's handwritten analytical notes of first of Brahms ' s 
Requiem. Note that all elements of his structural analysis are present, except various form 
labels (e .g. "A 1" and "A+b"), consistent bar groupings at phrase levels ,60 and extensive 
harmonic analysis indicated by Roman numerals. Illustration 1.2 displays the same 
musical portion of movement one from the vocal score , which contains form labels and 
bar groupings at the phrase level61 but is void of subsection indications (i.e . "Intro ." (mm. 
1-18).62 The fact that he used various mediums to record his analysis-likely created 
independent of each other-requires synthesis of them in order to construct the most 
accurate picture of his structural analysis . 
60 Some portions of Shaw 's analytical notes do include bar groupings at the phrase level. 
6 1 Although the vocal score does not , the full scores contain bar groupings at the sub-phrase level. 
62 Although not present in this excerpt, harmonic analyses (key areas and Roman numerals) are 
intermittently present throughout Band 17 (mvts . IV , V & VI) and CP (mvts . II & VI). 
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Illustration 1.1 Shaw structural analysis notes, Brahms, Ein deutsches Requiem, op. 45, mvt. 
I ("Selig sind, die da Leid tragen"), mm. 1-2863 
~.·.·  .. .· .  . . · .. . . 1... r O '~T . .. .. 
.9, r \,., . 
63 Shaw, "Brahms-Requiem: Analysis," Box 270, Folder 957, MSS 86, Shaw Papers, Yale 
University. 
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Illustration 1.2 Shaw structural analysis notes , Brahms, Ein deutsches Requiem, op. 45, mvt. I 
("Selig sind, die da Leid tragen"), mm. 1-2864 
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"'C 56-58) J l'i«>< •.J·x >- '·' ( J · Johannes Brahms (1833-1897) Op. 45 
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64 Shaw, choral score, 1989, Folder 502, Box 55 , MSS 86, Shaw Papers, Yale University. The 
author chose a choral score to illustrate Shaw's analysis due to its condensed formatting, which 
makes it a more practical specimen. Similar analytical markings (including Roman-numeral 
analyses) are also present in the full orchestral scores. 
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For instance, Shaw's analytical notes and vocal score agree that mm. 1-46 
comprise the first large section of the Requiem's opening movement-the "A" section of 
the movement's overall "ABA" form (top of the vocal score, Ill. 1.2). A divergence 
begins at the next level. Although both analytical sources indicate that mm. 1-28 are 
comprised of smaller subsections, there is disagreement on their number, location, and 
labeling. In his notes mm. 1-28 are divided into two additional subsections: "[mm.] 1-
18-Intro.," and "[mm.] 19-28-first theme." In the vocal score, on the other hand, he 
divided the same measures into three smaller subsections, "Intro." (mm. 1-14), "A~>' 
(mm. 15-18), "A+b" (mm. 19-28). In other words, although his notes indicate that the 
"Intro." spans mm. 1-18, the vocal score clearly denotes its span as mm. 1-14, excluding 
mm. 15-18-the "false chorus beginning." The vocal score contains a structural analysis 
that is more consistent with the other scores Shaw employed. Therefore, the author chose 
to incorporate it into the structural graph.65 
Similar to Herford, Shaw evidently identified the phrases in each subsection by 
grouping the bars they occupy. Illustration 1.2 demonstrates that Shaw grouped the 
phrases as, "Intro. (8 + 6)," "A1 (4linking =1-466)"; and "A+ b (8 + 2) ." Shaw apparently 
went one step further in comprehensively identifying the structural elements of the 
65 This exemplifies the challenges of synthesizing multiple analytical sources, all of which reflect 
decades of experience and analytical evolution with the Requiem. The analytical sources lack a 
definitive date and/or were altered each time Shaw performed the work (the Band 17 and Peters 
scores were used for a number of performances over the years). Therefore, it is impossible to 
chronologically order them, creating a clear evolutionary path of Shaw's analysis. In general, the 
graphs contain data that is most consistent amongst the sources. Pertinent alternative analyses are 
clearly denoted. 
66 
"(4linking=1-4)" denotes the similarities of mm. 15-18 and mm. 1-4, especially the orchestral 
motive (mm. 3-4) that reappears in mm. 17-18. Herford followed a similar practice of noting the 
return of elements throughout a work (Fig. 1.1). 
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Requiem. Noting the previous quote, "Groupings of two and three measures are 
assembled into 'sentences' of fours, fives, sixes" he mined the score until he discovered 
the basic fragments of each phrase, which he variously labeled "melodic molecules" or 
"motivic cells." Shaw wrote, 
For whatever combination of physical and mental factors (probably including the 
facts that the human brain has two hemispheres, and homo sapiens walks upright 
on two legs) we group auditory sensations thru time into molecular units of 
heavy and light or strong and weak, and we are more comfortable with regularity, 
repetition, and expectability [sic] than we are with their absence. 
Now, if it is "human" and "natural" to group the beats of a single measure 
into strong-beats and weak beats, it certainly comes as no surprise to discover 
that musical phrases of several measures duration have strong measures and 
weak measures. Just as the beats within a measure are grouped in twos and 
threes , so measures within the phrase may be grouped in twos and threes.67 
Although not present in the vocal score, Shaw's full scores clearly identify these two-to-
three-measure "melodic molecules" (on occasion, a single bar)-an additional 
subgrouping of each phrase's thematic makeup. As these elements are more aptly 
described as sub-phrases, this study will hereafter use that term to denote "melodic 
molecules" or "motivic cells." Shaw's sub-phrases are listed as, "Intro. (8 + 6)/ [1 + 1 + 2 
+ 2 + 2] + [3 + 3]," "A 1 (4)/[2 + 2]," and, "A+ b (8 + 2)/[4 + 4] + [2]." 
Comprehending such a complex approach to musical analysis via prose is 
challenging. Outlining Shaw's analyses highlights that, although clearly based on 
Herford's structural analysis methods, Shaw's approach appears more detailed. Figure 
1.2 is a graph tailored to sufficiently exhibit the products of his analysis. 
67 Shaw, letter to ASOC, September 19, 1989. 
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Figure 1.2 Example graph, Shaw structural analysis, Brahms, Ein deutsches Requiem, op . 
45, mvt. I ("Selig sind, die da Leid tragen") , mm. 1-2868 
C Ziemlich Iangsam und mit Ausdruck "Choral Song" 
meamre number 1 15 19 
Form A (Intra .) (a) (a+ b) 
Section [1-46] 
Subsection [1-14] [15-18] [19-28] 
Phrase [8-++ 6-+ ] [4-+] [8-++ 2-+] 
Sub-phrase [1 + 1] [2+ 2+ 2] [3+ 3] [2+ 2] [4+ 4] [2] 
Harmony F: Db-V 
I have constructed the following graphs to illustrate Shaw's analysis of the 
Requiem. They are comprised almost entirely of Shaw's analysis, synthesizing the four 
sources identified in footnote 56. Alternative graphs of a few portions of movements V 
and VII are offered. The analyses of these movements are markedly disparate, and a 
single analysis does not accurately represent Shaw's. The author sparingly offered 
additional details where clarity was deemed necessary. An asterisk denotes them. 
Otherwise, the data is quoted entirely from the sources. Every effort was made to contain 
each movement to one page, which is integral to the visual conceptualization of the entire 
movement. This was particularly difficult for long movements (II & VI) and sections that 
required copious details. Consequently, the pages are larger, which allows for a legibly 
sized typeface . Abbreviations were regularly employed to conserve space and are defined 
in Keys located near each movement's graph. 
The dynamic markings in the graphs may be misleading. First, the composer, in 
any given measure, may indicate a variety of dynamic markings, which assist ensemble 
68 The graph in Table 1.2 exhibits analytical data of Ill . 1.1-2-a concise way to exemplify the 
challenges encountered when creating summative graphs of Shaw 's Requiem analysis. The 
author 's graph of mvt. I (following) more adequately reflects Shaw's analysis-synthesis of all 
the consulted sources-of the Requiem's first movement. 
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balance (e.g. a brass player is often asked to play softer than a vocalist). Since space in 
the graph is limited, the author chose the dynamic marking that represents the overall 
affect created by the array of those indicated in the score. Second, Shaw often altered the 
dynamics in order to improve ensemble balance, which is further discussed in the 
following "Edit" section. Consequently, the dynamic marking provided may be that of 
Brahms or Shaw . As these graphs reflect Shaw's analysis, the dynamic markings within 
the graph generally reflect his interpretive adjustments. 
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Figure 1.3 Shaw analysis, Brahms, Bin deutsthes Requiem, op. 45, mvt. I ("Selig sincl, die da Leid tragen") 
C Zielmich Iangsam und mit Ausdruck "Choral Song" 
measure number 
Form 
Section 
• Subsection 
Phrase 
Sub-phrase 
Harmony 
Text 
1 
A (Intro.) 
[1-46] 
[1 14] 
[2+ 
*[1 + 1] 
F: 
Forces I 0 (senza Vlns) 
D ynamics P 
Notes 
measure number 96 
Form A' (Intro .') 
Section [96-143] 
Subsection [96-1 05] 
Phrase [1 0-+ + 
Sub-ohrase [4+ 
Harmony 
Text 
Forces 0 
D ynamics pp 
Notes =1-4 & 15-18 
6-++ 
[2+ 2+ 2] 
6-+ 
[3+ 
*(hi I) 
15 19 
(a) (a+b 
[15-28] 
[4-+ [8-++ 
3] [2+ 2] [4+ 
I 
Selig sind. 
C a cappella 
or 3: [2] "False" C beg. 
106 
(a+b') 
[106-118] 
[5-++ 
111 
8-+ 
4] 
29 
(a') 
[29-46] 
2-+ [8-++ 
[2] *[2+ 2+ 
I 
0+\'(/\'(/ 
119 
(a") 
[119-143] 
[8-+ + 
4+ 2] [3+ 2] [4+ 4] [4+ 4] 
Ger+6 V /F F: 
Selig sind. 
+C OA +T 
=19-22 
"False 
Start" 
=19-26 
(2 bars 
omitted) 
=29-44 
2+ 2] 
V7 
8-+ + 
[2+ 2+ 
Example 1.1 "Ending Motive," Bin deutsthes Requiem, op. 45, mvt. I, ("Selig sind, die da Leid tragen"), mm. 136-7 
8-++ 
[2+ 2+ 
(III- V) 
2+ 
]&~c , ~r #f- A 
1
qr ~ _ 
1 
Flute 
p dolce 
38 
2+ 
2] 
47 65 
B (b (b') Intro. 
[47-64] [65-79] 
[47-64] [65-79] 
2-+ [8-++ 8-++ 2] [8-+ + 
2] [2] [4+ 4] [4+ 2+ 2] [2] [4+ 2+ 2+, 
v bVI Db: I F: 
Die mit Tranen ... Sie gehen hill ... 
0 I+ Harp 0 
p -=::::::::: f ~ p Intro + C & Text 
=1-14 
135 144 
Coda 
[144-158] 
~9-+ [10-++ 5 
[1 + 2+ 2+ 4] I [2+ 2+ 2+ 2+ 2] [2+ 
V I (III/ iii/ vi/IV) 
getrostet werden. 
+Harp 
CreJC. f>p 
Endings on "Ending 
Motive" 
Key· 
S =Soprano 
A= Alto 
T- Tenor 
B = Baritone/ Bass 
C =Chorus 
0 = Orchestra 
WW - Woodwinds 
~-+ = Phrase overlap 
;:::; = Similar to 
* - Author's notes 
80 
B'(b (b') 
[80-95] 
[80-95] 
6-++ 4] [8-++ 8-+ 
[3+ 3] [1] [2+ 2+ 2+ 2] [4+ 4] 
*(bii) bVI Db: I 
0 c 
I ~ 47-62, C -:5 to l t~ 
] 
2+ 1] 
Figure 1.4 Shaw analysis, Brahms, Ein deutsthes Requiem, op. 45, mvt. II ("Denn alles Fleisth es ist wie Gra/') 
%Langsam, marschma6ig (Cortege+Song+Cortege) Etwas bewegter 
meaJttre number 1 13 23 33 43 55 
(a"') 
65 
(b') 
75 91 107 126 
Form A-Cortege (a) (b (a') (b') (a") B-Lied c) d) 
Section [1 7 4] [75-126] 
[43-74] [75-90] [91 106] [107 126] 
+-10-++ +-10-+ +-10-++ +-10-+ +-12 +-10+ +-10-+ +-8-++ 8 [8-++ 8-+ +-.12-++ 8 
Subsection [1-42] 
Phrase +-2-+ 
Sub-ohrase [2] [4+ 2+ 2+ 2] [4+ 4+ 2] [4+ 4+ 2] [4+ 4+ 2] [4+ 2] [4+ 2] [4+ 4+ 2] [4+ 4+ 2] I [4+ ~ ~+ ~ ~+ ~ ~+ ~ ~+ ~ ~+ ~.~+ ~ ~+ ~ ~+ ~ ~+ ~ [2+ 2] 
Harmony I bb: V I (F) V (F-pedal) i (bVI/I) I Gb: v (Bb) 
Denn alles Fleisch. Denn alles Fleisch. So seid nun gedulclig. 
+C 0 +C 
Text 
Forces I 0 
Dynamics pp 
Notes I *"F" connects or [6+2+2] 
p pp poco a pm·o treJC. 1 dim. p I P eJpr. 
or [6+2+2] modulatory (b omitted) or [6+4+2] *CT Mod. 
<> p doke 
Canon 
trest: > p doke <> sempre pp <> pp 
Rpt. of 7 5-82 w /extension 
Tempo I 
meaJure number 127 
Form A-Cortege (a) 
Section [127 197] 
Subsection [127 166] 
Phrase +-10-++ 
Sub-ohrase [4+ 2+ 2+ 
Harmony I bb: 
Text 
Forces 0 
Dynamics pp 
137 
(b 
+-10-+ 
2] [4+ 4+ 
147 157 167 179 189 
(a') (b') (a") (a"') (b') 
[167 198] 
+-10-++ +-10-+ +-12 +-10+ +-10-+ 
2] [4+ 4+ 2] [4+ 4-+ 2] [4+ 2] [4+ 2] [4+ 4+ 2] [4+ 4+ 
v I (F) v (F-pedal) 1 (bVI/I) 
Denn alles Fleisch. Denn alles Fleisch ... 
+C 0 +C 
p pp poco a po.-o msc. 1 dim. p <> 
Notes *"F" connects or [6+2+2] or [6+2+2] modulatory (b omitted) or [6+2+2] 
meaJttre number 233 
Form Canon (£) (f') 
Sect:l.on [207 -302] 
Subsection [233-260] 
Phrase +-12-++ 16-+ 
Sub- hrase [4+ 2+ 2+ 4] [4+ 4] [2+ 
Harmony F: V7 
Text Freude und Wonne. 
Dynamics 1 P <> < 1 P 
Notes T augments S motive 
261 269 291 
e) Fugato B e) e') 
[261-290] [291-302] 
[14-++ +-16-+ [12-+ 
2] [2+ 2] [4+ 2+ 2+ 2+ 2+ 2] [4+ 2+ 3+ 3+ 4] [4+ 4+ 4] 
I Bb: I 
Die Erloseten. ewtge. 
<> <> <> tTCH . ./f f if pp 
Stretto or [4+4+4+4] 
or [4+2+2+2+2+3+3] (261-278) 
39 
Un poco Sostenuto C Allegro non troppo 
1199 207 219 232 
Transition (Recit.) Part 11-Fugato A e) e') 
[199-206] [207 -302] 
[199-206] [207-232] 
+-8-+ +-12+ 14-+ 
2] [4+ 3+ 1] [2+ 2+ 2] [2+ 2+ 2] {4+ 2+ 2] [4+ 2] 
I Bb: 
Aber des. 
1 
Tranquillo 
303 
Coda 
[303-337] 
[303-337] 
I I V-I bii6 
Die Erloseten. 
if p pp 
337 
+-8-++ +-8-++ +-4-++ 15 
[2+ 2] [2+ 2] [2+ 2] [2+ 2] [2+ 2] [2+ 2+ 2] [4+ 4+ 1] 
B b Pedal----------------------------------------------------------------- I 
p sempre .rest: F (fj; molto dim.) 
v 
0 
Key· 
S =Soprano 
A= Alto 
T =Tenor 
B- Bass 
C- Chorus 
0- Orchestra 
+--+ = Phrase overlap 
* =Author's notes 
CT Mod. - Common 
Tone Modulation 
I 
Figure 1.5 Shaw analysis, Brahms, Ein deutsc·hes Requiem, op. 45, mvt. III ("Herr, /ehre doch mich") 
meaJttre nttmber 
Form 
Section 
~ubsection 
Phrase 
Sub- hrase 
Harmony 
Text 
Forces 
Dynamics 
Notes 
meamre number 
Form 
Section 
Subsection 
Phrase 
Sub- hrase 
Harmony 
Text 
Forces 
Dynamics 
Notes 
¢ Andante moderato - Cortege/ Arioso 
1 17 33 48 66 93 104 
A (a) (a') Choral response (b (b') Choral response (a") Transition (Codetta) 
[1 104] 
[1-32] [33-65] [66-104] 
[8-++ +-8 +-8-+ + +-8-+ [8+ 7-+ [8 10-+ [15-++ 12-+ [4+ 4-++ +-4 
[4+ 4] [2+ 2] [2+ 2] [2+ 2] [2+ 2] [2+ 2] [2+ 2] [4+ 2+ 2] [2+ 3+ 2] [2+ 2+ 2+ 2] [2+ 2+ 2+ 2+ 2] [4+ 2+ 2] [3+ 2+ 2] [4+ 2+ 2+ 2,+ 2] [2+ 2] [2+ 2] [2+ 2] 
d: 1 
Herr, lehre. Herr, lehre. 
0 & B Solo +C 
p 
*"F" connects CB/VC 
dim. of 1-2 
3/2 
105 118 
B c) Arioso & Recit. d) 
[105-163] 
[105-128] 
[9-++ 4-+ [11-+ 
[2+ 2+ 2+ 3] [2+ 2] [4+ 4+ 3] 
I/D: d:) 1 
Ach, wie gar nichts. 
0 &BSolo 0 + B Solo 
p eJpJ~ <>dim. pp crest~ 
b material 
Bb: (b) V7/iii d: 
Siebe, meine Tage. Siehe, meine Tage. Herr, lehre. und ich. 
B Solo 
c 31-33 
aug. 
14-16 
129 
c') Choral response 
[129-163] 
[9-++ 4-+ 
[2+ 2+ 2+ 3] [2+ 2] 
III F: 
Ach, wie gar nichts. 
O&C 0 
j ere H . >mf 
~105-119 
+C 
o7eJt~ j p t7eJC. 
or [3+2+2] ~33-48 
or [2+2+3] 4th higher @ 52 B La-c# 
142 
d') Recit. on Arioso B 
B Solo 
j p pp 
66-80:::::1-16 
or [2+2+3] 
164 
¢ 
1721173 
Choral Cadenza 
[164-172] 
[164-172] 
[8-++ 14 +-9-+ 
Fugue 
[173-208] 
[173-208] 
[10-++ 
[2+ 2+ 2+ 2] [2+ 2+ 2+ 2+ 2+ 2+ 2] [2+ 5+ 2JI [3+ 2+ 3+ 
V7/vi d/D: I 
+C 
pp < j > pp if dim. pp 
0 postlude, b materials 
183 196 
13-++ +-13 
2] [2+ 3+ 3+ 2+ 3] [2+ 2+ 2+ 3+ 
Nun Herr, wess soli . 
+ B Solo & C 
Ich hoffe. Die Gerechten Seelen. 
O&C 
pp fff (theme on!Y) if p dim. pp mo/to crm~ f 
3+ 
< 
b material Imitation-fugal foreshadowing A pedal--------------- D pedal------------------------------------------------------------------------
or [2+3+3] or [2+2+3+3+3+2] or [2+2+3+2] Expo .. TASB Episode Expo II Expo lib/ 202-208::::: 
208 
] 
1] 
I 
if 
or [2+2+2+3] Stretto 185-187-expanded 
Key· 
S- Soprano 
T =Tenor 
C =Chorus 
aug. = Augmentation 
+--+ =Phrase overlap 
* = Author's notes 
::::: - Similar to 
A- Alto 
B =Bass 
0 = Orchestra 
dim. - Diminution 
BL = Bass line chromatic descent 
40 
Figure 1.6 Shaw analysis, Brahms, Ein deutHhes Requiem, op. 45, mvt. IV ("L!Vie !ieb!ich sind diene JIVohnungen") 
% MaGig bewegt "Choral Song" 
measure number 1 23 47 66 86 
Form A (a) (b) Trans. B c) d) A' (a) 
Section (1-46] [47-85] [86-123] 
· Subsection (1-22] (23-46] [47-65] [66-85] [86-107] 
Phrase [4-++ +-8-++ +-10-+ [+-10-++ +-14 
[2+ 4+ 
+-11 + 8 +-8+ +-12-+ +-4+ +-8-++ +-10-+ 
Sub-ohrase [4+] [4+ 4] [4+ 2+ 4] [2+ 4+ 4] 
Harmony Eb: V7 I V V /V Bb: (g) 
Text Wie lieblich. 
Forces 0 +C T B 
D ynamics p doke p < > p eJpr. 
Notes a 13-22~5-12 Canon V(I) & T 
motive 
inverted 
4] [4] [2+ 2+ 2+ 3+ 2] [4+ 4] [4+ 4] [4+ 4+ 2+ 2] [4] [4+ 4] [4+ 
(bb) V7/V (F-bb) V7 /IV Eb: (g) (Gb) v Eb: 
Miene seele . 
AS 
<> <> <> t:rw:j> p 
Imitation 
*(Gb & Db 
hint bb) 
f 4ths 
"imperceptibly slower" 
I 
Wie lieblich . 
0 +C 
p 
~1-4 ~5-22 
JP< f p < f > 
74-77 ~ 66-
69 'Fake start' V(I) 
I 
Key· 
measure number 124 132 143 153 179 
S- Soprano 
A- Alto 
T- Tenor Form C "Fugato" Coda w A matenals 
Section (124-152] (153-179] 
Subsection [124-152] (153-179] 
Phrase +-8-++ +-11-++ +-10-+ +-12-++ +-8-++ 7 ] 
Sub-ohrase [2+ 2+ 2+ 2] [2+ 3+ 2+ 2+ 2] [2+ 2+ 2+ 4J 1 [2+ 2+ 2+ 2J [2+ 2J [4+ 4J [2+ 2+ 2+ 1J 
Harmony I SB-AT IV I TA-BS c) (f) 
Text die loben. 
Forces 
Dynamics I f 
Notes Subjects on V & I Imitation 
f 4ths 
> p dim. 
V I *(Ab/Db) I 
Wie lieblich. 
p doke <> 
153-156~ 1-4 
156-160~1-4-
0 
<> <> tTest:j> p 
Example 1.2 "a" motive and its inversion, Ein deutsthes Requiem, op. 45, mvt. IV mm. 1-8, flute and soprano 
Fl. 
s. 
Mamg bewegt 
1~ 1.~ ~ ~1'1·1 = I r F I f r I J J 3f I 
p dolce 
4 
~ ~1'~>(J I J J I f F E I f E I r I 
Wie lieb - lich sind dei - ne Woh - nung - gen, 
41 
B - Baritone/Bass 
C = Full Choms 
0 = Orchestra 
F =Flute 
Cl. - Clarinet 
V (I) - Violin I 
Vla- Viola 
Trans. - Transition 
+--+ = Phrase overlap 
* = Author's notes 
~ = Similar to 
2+ 
< 
108 123 
(b') 
(1 08-123] 
+-8+ +-8-+ 
4] [2+ ~+ 2+ 2] [4+ 4] 
I *G +6 
> < > 
'Canon' Vla & Cl. 
~23-42 
*G +6 V 
iTeSC. 
Accom. 
Canon' 
a3F 
Cl. /Vla 
Figure 1.7 Shaw analysis, Brahms, Ein deutJtheJ Requiem, op. 45, mvt. V ("Ihrhabt nun Traurigkeit") 
C Langsam "Aria with choral accompaniment responses" 
measure number 1 14 27 
Form A (a) B (b 
38 149 60 72 82 (b') A' B' (Coda) 
Section [1-26] [27 -48] (49-71 (72-82] 
~ubsection [1-26] [27 -3 7] [38-48] (49-71 (72-82] 
+-3-+ [10-++ 13-+ +-11-+ [6-+ + +- 5-+ (11-++ 12-+ +-4+ +-7 ] Phrase 
Sub-p_hrase (2+ 1] [2+ 1 + 1] [4+ 2] (3+ 2+ 2+ 3+ 3] (2+ 2] (2+ 2] (2+ 1] [2+ 2+ 2] (2+ 3] (2+ 4+ 3+ 2] (3+ 2+ 2+ 2+ 1 + 2] (2+ 2] (2+ 2+ ?+ 1] 
Harmony 
Text 
Forces 
Dynamics 
Notes 
G: v I 
Ihr habt. 
0 con sord.) & S Solo 
mp doke > 
V(I) S Solo 
"A "Avoiding 
Motive" A motive" 
V7/V D: (b) I 
Ich will . 
+C 
pp pp <mp> 
0 & S Solo "A," then 
S (Chorus) on "A" 
(aug. 16-18) 
Bb: (B) 
Sehet. 
S Solo +C 
ppp p eJpr. 
CT mod. on "F" 
Ich habe. 
0 & S Solo 
::::28-31 
(D) III G: bii V7/V V 
Ihr habt. Ich will. 
+T +SAB 
CT mod. on "D" ::::14-25 
I 
::::4-13 F/Cl./Bsn 
Dialogue 
Figure 1.8 Shaw alternative grouping, Brahms, Ein detttJt"beJ Requiem, op. 45, mvt. V ("Ihr habt nun Traurigkeit"), mm. 1-4869 Key: 
C Langsam 
measure number 1 14 28 
Form A (a) B(b 
Section [1-27] (28-48] 
Subsection [1 13] [14-27] (28-37] 
Phrase +-3-+ [10+ +-14-+ +-10-+ 
Sub- hrase (2+ 1] [2+ 1+ 1] (4+ 2] (3+ 2+ 2+ 2+ 1+ 2+ 2] (4+ 3+ 
Harmony G: v I V7/V D: (b) V7 I Bb: (B) 
Text Ihr habt... Ich will ... Sehet. 
Forces 0 con sord.) & S Solo +C S Solo 
38 48 
(b') 
[38-48] 
(5-++ +-6-+ 
3] (2+ 2+ 1] (3+ 3] 
(D) III 
Ich habe. 
+C 0 & S Solo 
S =Soprano 
A= Alto 
T =Tenor 
B = Baritone/Bass 
C =Chorus 
0 = Orchestra 
F =Flute 
Cl. = Clarinet 
Bsn = Bassoon 
V(I) =Violin I 
:::: = Similar to 
+--+ = Phrase overlap 
I 
PPIP <mp> 
::::44-48 
CT mod. = Common tone modulation 
Example 1.3 "A Motive," Ein deutHheJ Requiem, op. 45, mvt. V ("Ihr habt nun Traurigkeit"), mm. 1-2, violin I 
Langsam 
con sord. __ _ 
-i-~ ~ ~ --- ~ ijct r J 1m r r f - 1 
p dolce 
Vln. I 
69 Shaw, "Brahms-Requiem: Analysis, 1984," Box 270, Folder 958; and Brahms, Band 17, Box 54, Folder 496, MSS 86, Shaw Papers, Yale University 
42 
pp 
Figure 1.9 Shaw analysis, Brahms, Ein deutJ,·heJ Requiem, op. 45, mvt. VI ("Denn wir haben hie keine bleibende Statt'') 
C Andante 
meaJure number 1 
Form Section I (a-"cortege") 
Section [1-6 7] 
Subsection [1 17] 
Phrase [2--+ [5--++ 8--++ 
18 
[18-27] 
2--+ [1 0--+ 
28 34 
(Recitative) (b-"arioso w choral responses") 
[28-33] [34-67] 
[6--+ +-6--++ +-6--++ +-8--++ +-8--+ + 6 
accel. 
68 
Transition 
[68-81] 
[68-81 
+-4--++ +-4--++ 6 
81 
Sub-ohrase [2] [2+ 3] [2+ 2+ 2+ 2+ 2] [2+ 2+ 4+ 2] [2+ 2+ 2] [2+ 2+ 2] [2+ 2+ 2] [2+ 2+ 2+ 2] [2+ 2+ 2+ 2] [2+ 2+ 2] [2+ 2] [2+ 2] [2t 2+ 2] 
Harmony C/ c: 
Text Denn wir haben. 
Forces 0 +C 
Dynamics p<> <> <> ppp 
Notes C/ c modal ambiguity 
%Vivace 
mn 82 
F Section II c-"tarantella") 
s [82-207] 
Ss [82-107] 
V/i 1 V V /bii (C#) 
Denn wir. 
0 +C 
mf p 
:::::1-2 :::::3-15 
"poco meno mosso" RS 
108 
(Recitative) 
[1 08-127] 
Siehe, ich. 
B Solo 
pp <> 
f#: 1 
\Vir werden. 
+C 
128 
"Tarantella" 
[128-149] 
v 
B Solo +C 
150 
V/V c#) (D) (Eb) V/c 
zu der Zeit. 
B Solo I+C p < J lTeJl: ff 
178 
[178-207] 
Key· 
S- Soprano 
A- Alto 
T- Tenor 
B - Baritone/Bass 
C = Full Chorus 
0 =Orchestra 
+---+ = Phrase overlap 
::::: = Similar to 
207 
p [18+ +-8--+ [16+ +-4] [+-18+ 
[150-177] 
4--+ [1 0+ +-10+ +-8] [6+ 8+ 16--+ ] 
S-o (3+ 3] (3+ 
HIC/c: I 
T Denn es wird. 
F Dl J 
N 
¢Allegro 
mni208 
3] (3+ 3] (2+ 2] (2+ 2] (2+ 2] (2+ 
(e) 1 v (bii) 
Dann, dann. 
0 B Solo 
Jpp 
:::::28-31 
224 235 
2] (2+ 2] (2+ 2] (2+ 2] (3+ 3] (3+ 
v i 
DerTod. 
0 +C 
lTeH. J 
=82-103 
248 
F Section III-Fugue "Structure organic and somewhat difficult to group into larger frames" 
s [208-349] 
Ss [208-234] 
p [16--++ 
S-o [4+ 4+ 4+ 
H C: 
T Herr, du bist. 
F 
[235-24 7] [248-270] 
11 +-9--+ + 4--+ [9+ +-14--+ 
4] [2+ 2+ 1+ 1+ 1 + 1+ 3] [3+ 4+ 2+ 4] [2+ 4+ 3] [2+ 2+ 2+ 4+ 
V7 I (g) V /V V-i I 
3] (3+ 3] (2+ 2] (2] (1 + 2+ 1+ 1+ 2+ 1 (4+ 4+ 2] f4-+ 4] [~+ 2] [2+ 2] [2+ 2] [2+ 2] [2+ 2] (2+ 2] [2+ 2] 
(e) 
271 
[271-291 
[11--++ 
4] [5+ 2+ 
d) 
v 1 v /f# V/ab V/g V/a 
Tod, wo ist dein Stachel! 
0 +C 
V-i V V4z/iv V4z/V V6 
ff 
Sequential chromatic ascent-159-167:::::169-177 
291 304 317 330 
[291 -303] [304-316] [317-329] [330-349] 
9 +-13--++ [5--+ + +-8 ] +-8+ +- 5--+ +-9+ 
2+ 2] [2+ 2+ 3+ 2] [4+ 4+ 4+ 1] [1+ 4] [6+ 2] [2+ 2+ 4] [4+ 1] [1 + 4+ 
V 6s/V V V6s/vi (a) 
V I 
349 
+-11 
4] [2+ 4+ 4+ 1] 
V I 
D J p <> J p < f ff p eJpr. crm. f ff p e.rpr. lrm: J p f 
N I Expo .. ASBT Stretto ("Pseudo Expo II") "Episode A" "Episode B w Extensions" Stretto II (Expo II) "Episode A"' Stretto III (Expo II) "Episode A"' Stretto IV (Expo II) 
244-248 S final statement of full subject 309-316:::::282-290 321-330:::::295-303 
43 
Example 1.4 Fugue subject, Brahms, Ein deutsches Requiem, op. 45, mvt. VI ("Denn wir 
haben hie keine bleibende Statt"), mm. 208- 212, alto 
208 Allegro 
Alto y~. r :J I ,] J I J :J I f' I rca I j I :J ,, 0 o . 
Herr, du bist wtir - dig zu neh - men Preis und Eh re und Kraft , 
Example 1.5 "Episode A" thematic material, Brahms, Ein deutsches Requiem, op. 45, mvt. 
VI ("Denn wir haben hie keine bleibende Statt''), mm. 234-238, tenor and bass 
234 p-=::: 
~OR~. denn du hast 
p-=::: 
BASS • 
al le Din - ge er - schaf - fen, 
denn du hast al le __ Din ge er - schaf - fen, 
Example 1.6 "Episode B with extensions" ("zu nehmen motive"), Brahms, Ein deutsches 
Requiem, op. 45, mvt. VI ("Denn wir haben hie keine bleibende Statt''), mm . 
248-252, choral parts 
248 f fl 0 
SOPRANO 
ll) 
zu neh- men, Preis und Eh - re, 
fl f 
ALTO 
ll) 
-6- ~ '--" 
Herr, du bist wilr - dig zu neh- men . zu oeh- men Preis und Eh - re , 
fl f 
" " 
TENOR 
f 
zu neh- men, zu neh- men Preis und Eh - re, 
f 
--
n j9- j9- j9-
BASS 
Herr, du bist wilr - dig zu neh - men , zu neh - men Preis und Eh - re , 
fugue subject fragment extensions on "zu nehmen, motive 
44 
Example 1.7 Extensions of "zu nehmen motive," Brahms, Ein deutsches Requiem, op. 45, mvt. 
VI ("Denn wir haben hie keine bleibende Statt''), mm. 266-271, choral parts 
249 f ; I 
SOPRANO 
.. 
zu neh- men, Preis und Eh - re, 
fl 
ALTO 
u I I I I I 
zu neh- men, zu neh- men Preis und Eh - re, 
fl f n n 
TENOR 
~ 
zu neh- men, zu neh- men Preis und Eh - re, 
19- 19- 19-
BASS 
' zu neh- men, zu neh- men Preis und Eh - re, 
45 
Figure 1.10 Shaw analysis, Brahms, Ein deutsthes Requiem, op. 45, mvt. VII ("Selig sind die Toten") 
C Feierlich "Choral Song" 
meamre number 1 18 34 40 48 54 58 76 84 92 
Form A (a) "aria" (a') (b "response" c) "codetta" B (Recit.) e) "arioso" (f) e') (Recit.) e") "arioso" (f' ) 
Section (1-39] [40-101 
Subsection (1 17] (18-33] (34-39] [40-4 7] (48-75] (76-83] (84-101 
Phrase (1-++ 8-+ + 8-+ (8-++ 8-++ 6 ] (8-++ +-10-+ + +-12-++ +-6-+ (8-++ +-8-++ 1.0-+ 
Sub- hrase [1+] [4+ 4] [4+ 4] [2+ 2+ 2+ 2] [4+ 4] [2+ 2+ 2] [4+ 4] [2+ 2+ 2+ 4] [2+ 2+ 2+ 2+ 2+ 2] [2+ 2+ 2] [3+ 2+ 3] [3+ 3+ 2 [2+ 2+ 2+ 
Harmony F: V7/V C: V7/V (G/g) (Eb) (a) V I V/VI A: E: V7 I (G#/Ab) A: v 
Text Selig sind die Toten. Ja der Geist Ja der Geist. 
Forces 0 +S OB +SAT 0 +C c +0 0 +C 0 +C c +0 
D ynamics f mf<f mf<f <> <> >pp <> p p eJpr. <> pp doke mf pp pdoke <> <> 
Notes :::::2-9 "(c) ending "s tatic motive" "static motive" =54-55 
material" i 4th 
"Coda to en tire Requiem"----------------------- Key: 
meaJttre number 102 
Form A' (a") "aria" 
Section (1 02-131 
Subsection (1 02-11 0] 
Phrase (9-++] 
111 
(b') "response" 
(111 126] 
(8-++ 8-+ 
127 I 132 
c') "False Coda" 
(132-146] 
(127 131 (132-146] 
(5-+ (15-+ ] 
Sub-ohrase [1+] [2+ 2] [2+ 2] [2+ 2+ 2+ 2] [2+ 2+ 2+ 2] [2+ 3] [3+ 2] [2+ 2+ 2+ 2+ 2] 
Harmony F: V7 /V 
Text Selig sind die Toten. 
Forces 0 +T 
Dynamics f mf<f 
Notes :::::1-9 
C: 
+SAB 
<> <> 
:::::18-33 i 4th 
Deceptive motion (V7-VI) mm. 101-102 
V7/IV F: 
0 +C 
dim. p < > mf treJt". f 
:::::34-38 
i 4th 
*(bVII) *bii/V Ger+6 I64 V 
OA +T +C 
p t'TeJt'. (> p pp 
::::: Mvt. I, ::::: Mvt. I, 
106-110 100-105 
Figure 1.11 Shaw alternative grouping, Brahms, Ein deutsthes Requiem, op. 45, mvt. VII ("Selig sind die Toten"), mm. 1-10170 
C Feierlich "Choral Song" 
meaJure number 1 18 34 40 48 
Form A (a) "aria" (a') (b "response" c) "codetta" B ("Recit.") e) 
Section (1-39] [40-101 
Subsection (1 17] (18-33] [34-39] [40-47] (48-75] 
Phrase (1-++ 8-++ 8-+ (5-++ +-11-++ 6 (8-+ + +-12-++ 
Sub- hrase [1+] [4+ 4] [4+ 4] [2+ 2+ 1] [1+ 1 + 3+ 2+ 2+ 2] [2+ 2+ 1+ 1] [4+ 4] [2+ 4+ 
Harmony F: V7/V C: V7/V (G g) (Eb) (a) V I V/VI A: 
70 Shaw, "Brahms-Requiem: Analysis," 1984, Box 270, Folder 958, MSS 86, Shaw Papers, Yale University 
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147 
Coda 
(147 166] 
(147 166] 
(5-++ 10-++ 
[3+ 2] [2+ 2+ 2+ 2+ 2] 
I 
OA +T +BTAS 
166 
5] 
[4+ 1] 
S- Soprano 
A- Alto 
T- Tenor 
B = Baritone/ Bass 
-: C = Full Chorus 
0 = Orchestra 
+--+ =Phrase overlap 
* - Author's notes 
::::: - Similar to 
p creJt. f>p <> pp 
::::: Mvt. I, :::::Mvt. I, 144-158 
106-110 
76 84 92 
(f) e) ("Reci t. ") e) (f) 
(76-83] (84-101 
+-10-++ 6-+ (8-+ + +- 8-+ + 10-+ 
4+ 2] [4+ 2+ 4] [2+ 2+ 2] [3+ 2+ 3] [4+ 4] [2+ 2+ 
E: V' I (G#/Ab) A: V 
101 
2+ 2] 
*I64_V7 
0 
tTest·. 
2+ 2+ 2] 
*I64_V7 
Example 1.8 "Static Motive," Brahms, Ein deutsches Requiem, op. 45, mvt. VII ("Selig sind 
die Toten"), mm. 40-42, choral parts 
40 
~f'l p 
ALTO 
t) .o-· ... -e- q-d· 
Ja der Geist spricht, 
f'l p 
TENOR 
~ I Ja der Geist spricht, 
p 
BASS 
..... 
Ja der Geist spricht, 
II. Solfege 
Once analysis was complete, Shaw studiously learned each line of the score with 
The first general principle-and it's a rehearsal technique as well-is first-hand, 
absolute and unqualified knowledge of the score-not only the larger structure 
blocks and the general atmosphere but the actual playing and singing knowledge 
of every note and every phrase. That is not the same thing as memorization. 
Memorization is most frequently the result of awareness of structure, of block-
tonalities and their relationship, of fugal design and of other aspects of form. It is 
that every phrase has to be sung by the conductor ten's [sic] and twenty's [sic] of 
71 On the Carnegie Hall DVD Shaw did not clarify the solfege system ("fixed-" or "moveable 
do") he employed. An undated document entitled, "Drills for Choral Musicians" was discovered 
in the archive at Yale. He created it for the ASO chorus. It is a manual that explains his rhythmic 
and enunciative principles, as well as an approach to "pitch recognition" (interval training). He 
prefaces the "Pitch Recognition #1" section with an explanation of its premise. It reads, in part, 
"These drills use the nomenclature of French (or European) sol-fege, known hereabouts as 
'stationary' (as vs. 'movable') do." Shaw followed with a rationalization for using the "fixed do" 
system: "It is felt that the normal annual repertoire of the church, school, or symphony chorus 
will itself supply an abundance of traditional harmonic and conventional (major-minor) scale 
materials. However, as contemporary music moves farther and farther from familiar tonal 
conventions, what is needed is a facility of interval recognition devoid of traditional harmonic 
implication." Consequently, it is likely that Shaw employed the "fixed do" solfege system for his 
own musical preparation. Shaw, "Choral Techniques (RLS)," Box 271, Folder 974, MSS 86, 
Shaw Papers, Yale University. 
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times before rehearsal-without words and with the words which the choir has to 
sing. Intervals have to be experienced vocally; phrases have to become energetic 
qualities; harmonies have to be tasted and pounded and cross-related over and 
over again. Hours have to be spirit ... it is almost necessary to study as slowly as 
composer wrote and in the case of great composers considerably more so.72 
Shaw likely acquired this philosophy from Herford, but it was fortified by the writings of 
German conductor, Hermann Scherchen (1891-1966): 
The conductor, when representing a work to himself, must hear it as perfectly as 
the creator of this work heard it. ... Of all the human means of musical 
expression, singing is the most living or vital. Singing comes from within 
ourselves. The conductor's concept of a work should be a perfect inward singing. 
And if the work lives within him as an ideal, undimmed by obstacles of 
mechanism, then is he worthy to bear the conductor's responsibility. To conduct 
means to make manifest-without flaws-that which one has perfectly heard 
within oneself?3 
The sedulousness in this stage of his preparation was possibly motivated by more 
than a mere desire to learn the composer's work. Conductors learn and internalize each 
musical line with a variety of methods. Such a fastidious means of learning music reveals 
an interesting element of Shaw's obsession, plausibly fueled by insecurity or perceived 
personal inadequacy. While addressing the attendees of his first Carnegie Hall Workshop 
in 1991, Shaw explained that the depth of his solfege practice was largely due to lack of 
skills, requiring a great deal of his time.74 As stated previously, Shaw's musical training 
was sparse. Consequently, it appears he compensated with an extraordinarily detailed 
72 Shaw, "Tanglewood Lecture, 1947," 3-4, Box 203, Folder 53, MSS 86, Shaw Papers, Yale 
University. 
73 Scherchen (Handbook of Conducting, London: Oxford University Press, 1933), as quoted by 
Shaw, letter to Collegiate Chorale (CC), February 14, 1946. 
74 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.1:42:45. Burris expounds upon this practice: "He would play through every part on the piano, or 
sing it through, or in his very last years, occasionally have it played through for him by his 
accompanist and choral deputy in Atlanta, Norman Mackenzie (Shaw singing along). Shaw 
would also play, for example, a violin part on the piano, while singing a vocal part against it to 
test proportion and balance," 226. 
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preparation. Additionally, Shaw's lack of confidence appears to have manifested the urge 
to place greater musical responsibility on his fellow performers. Within the same letter 
(containing the aforementioned quote) he encouraged his singers to follow the same 
practice: "Read that [Scherchen's quote] through substituting 'singer' for conductor; and 
then, for instance, stack it up against how perfectly you hear the Brahms Requiem within 
yourself ."75 
Although a fascinating notion, Shaw's fear of inadequacy and the toll it took on 
his methods is outside of the scope of this study. In his recent biography of Shaw, Burris 
develops this theory .76 If Burris's assertions are correct, self-doubt and perceived musical 
ineptitude pervaded much of Shaw's life. Regardless of motivation, the second stage of 
Shaw's analytical procedure involved the absolute internalization of the music via solfege 
exercises. 
III. Edit 
The heading "edit" is possibly deceptive. The general practice of editing for many 
conductors consists of highlighting basic markings that assist in their personal 
performance of a piece (e.g. cues, dynamic markings, translations, etc.). Others may add 
75 Ibid. 
76 Burris highlights Shaw's struggle with feelings of inadequacy throughout Deep River. 
Particularly interesting was Shaw's reaction to being called "maestro": "To say Shaw was 
ambivalent about the "maestro" title is to engage in massive understatement. He generally scoffed 
at "maestro" status for himself, and for a long time forbade anyone to call him that to his face . He 
thought of himself as a maestro-not-more often a craftsman than a true artist. Shaw was 
profoundly uncomfortable with pretension and airs of any kind. Moreover, he simply felt 
unworthy. He did not believe he was good enough for the music he was performing . He doubted 
anyone was . But he believed he was less up to it than most, at least in his formative years, which, 
in a sense, ran into his sixties," 144. 
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basic analytical details, and possibly alter a few of the original articulations or dynamic 
markings. Shaw's Requiem scores include detailed analytical notes. He also included 
bowings, translations, notes about diction, and the myriad markings that assist a 
conductor during performance including tempi, cues, and the chorus's standing and 
sitting instructions. This sort of practice, however, is not editing so much as it is 
enhancing the score for the conductor's benefit. Shaw's editing process was considerably 
more complex . It was an exhaustive "examination the minutiae of motives, the details of 
dynamics and articulation, which add up to phrasing, and the specifics of balance, 
intonation, and enunciation, by means of which truth puts on beauty .'m 
Shaw attributed his editing practices to George Szell .78 He joined Szell and the 
Cleveland Orchestra in 1956, charged with assembling a community chorus, preparing it 
for several performances each season, and serving as associate conductor as needed. A 
notorious curmudgeon,79 Szell, the "chemist among conductors,"80 was extraordinarily 
attentive to detail. More than anything, Szell meticulously honored the composer's 
wishes.81 Such extensive editing of the scores was theoretically designed to allow the 
77 Shaw, letter to ASOC, October 8, 1975. 
78 Shaw. "Extracts from Shaw Discussion Hour-CIC/'74-Toronto," Box 271, Folder 974, MSS 
86, Shaw Papers, Yale University. 
79 
"Mr. Szell was extraordinarily respected, but he wasn't always the warmest of human beings in 
those days." Shaw , as quoted by Molina, 28. 
80 
"Georg Szell ... was an awesome taskmaster who could hear whether instruments were tuned at 
420 or 424 vibrations per second. What we feared most was his beastly competence, says one 
assistant." Norman Lebrecht, The Maestro Myth: Great Conductors in Pursuit of Power, 
(Secaucus, NJ: Carol Publishing Group, 1991), 96. 
81 
"His [Szell's] disciplinings [sic] . .. were tolerable-first, because they were not motivated by 
self-pity. (He was distressed not for himself, but for the composer.) Second, we knew that he 
clearly demanded many times more from himself than he required of us . It is not the function of a 
' conscience' to be comforting-and for many of us Szell was the conscience of our profession. In 
direct line from this were judicious performance practices that favored structure over color, 
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players a nearly flawless first rehearsal. Tim Page once wrote, "His rehearsals were so 
painstakingly thorough that it used to be said that the Cleveland Orchestra played six 
concerts a week-only two of which were open to the general public. 'We begin 
rehearsing at the point where most other orchestras finish,' Szell used to say ."82 
Having completed a preliminary analysis of the work, Shaw apparently adopted 
Szell 's editing practices. Fundamentally, Shaw explored every single measure of each 
line of the full score, adding interpretive markings and editing articulations, dynamic 
markings, diction, and all other musical details necessary to realize the composer's 
message. In his estimation, this resulted in hundreds of marks on a score page, depending 
upon the work and published markings of the composer and/or editor.83 
Shaw believed structural elements to be physically and existentially true, and that 
the performer's task is achieving an organic living relationship between structure and 
sound. Essentially, exhaustively exploring a work's components (horizontally)-measure 
by measure, line by line-and their vertical relation to each other assists the conductor in 
accurately realizing the music. In other words, balancing the vertical assists in expressing 
the horizontal. Thus, editing requires the conductor to address issues of balance. These 
considerations, for Shaw, were generated from early analysis. Contemplating balance 
during the analytical stages may strike some as premature. Arguably, it is more often 
clarity over sonority, temporal stability over eccentricity, remote control over balletic ecstasy, and 
right notes over best wishes. Shaw, George Szell: A Tribute (delivered at 20th anniversary of 
Szell's death, Blossom Center, Cleveland, OH), in a letter to ASOC, June 23, 1990. 
82 Tim Page, "Maestro and Martinet," The Wall Street Journal, July 29,2011, 
http:/ /online. wsj .com/article/SB 100014240527023034061 04576445911683308584.html 
(accessed July 2, 2012). 
83 Shaw, Preparing a Masterpiece , A Choral Workshop on Brahms's A German Requiem. 
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scrutinized during a dress or first rehearsal in the performance space. Shaw's premise was 
the composer could not consider the myriad variables (e.g. size and abilities of an 
ensemble) that arise in live performances. Moreover, choral singing specifically presents 
a host of balance considerations, which are often left for the performer to attend. Shaw 
wrote: 
Its [an edited score] purposes are .. . entirely practical. Our rationale is that choral 
singing (like all musical performance) has a whole series of specific disciplines 
for which the composer of the work cannot and should not be held accountable. 
In concerted vocal music a good many of those are disciplines of enunciation-
the metric allotment and placement of the sounds of speech. But there are also 
completely musical adjustments of duration , accentuation , articulation , dynamics , 
balances , tonal color and tempo-and their interactions-which must be 
meticulously and unanimously executed if music's community of utterance is to 
be achieved.84 
Anticipating problems of balance early in the preparatory process allows the 
conductor to more effectively train the ensemble and avoid dramatic, last minute changes . 
Although various balance-related specifics will be discussed later in this study, 
Illustration 1.3 is a brief prototype of the edits Shaw made at the opening of the 
Requiem.85 Shaw ' s markings (parenthesized in the example) address a number of 
balance-related concerns that occur in choral/orchestral music. First, the violas and first 
and second celli (m. 15) are clearly marked down to pianissimo , ensuring that the 
unaccompanied entrance of the chorus, which he also marked pianissimo , isn't 
overpowered. Since the timbre of brass instruments tends to dominate, the horns have 
been marked down to pianississimo (m . 15). The tenors and baritones/basses are also 
marked down to pianississimo to assist in balancing the altos, which sing rather low in 
84 Shaw , letter to ASOC, October 3, 1994. 
85 The edits are a compilation of the various source scores consulted: Band 17, CP, B&H, and 
choral score, 1989. 
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their vocal register. Since the tenors enter a minor third above the altos, they especially 
must be considerate of their dynamic level. Further , the horns were marked pianissimo to 
avoid covering the chorus's second a cappella entrance in m. 19. 
Illustration 1.3 Shaw edits, Brahms , Ein deutsches Requiem, op. 45, mvt . I ("Selig sind, die 
da Leid tragen"), mm. 15-28, horns, chorus , and strings 
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Illustration 1.3 (continued) 
S :J!.--:::;;·: _ --___ :::c::::;:;:c:::::::·:::::: 
. ~·W' :·:.~ -- .::c::.~:::::: ..... 
denn 
gen, 
fl R • T.~~~~~~~~~~~~~ 
~ gen, denn sie sol l~n ge - tro -stet, ge - tro .stet wer den, 
8.~~--=~--~- -~~~~~~~~~- ~~~-~~~~~,-~-~-~c~~::~~p~~~~~~~~~~~~~~~~ 
gen, denn_ sie sol - len ge . tro .stet, ge . tro .stet wer - den, -< ::> 
J---;--;- -------------VIa.~~~~~~~~~~~~~ 
p ~------~v (espr.) (espr.) 
Articulation markings were also adjusted for balance purposes. The "espr." 
( espressivo) markings were shifted in some of the vocal parts to encourage various 
sections to slightly emerge from the sound profile when their melodic material is 
important to the music's structure (i.e. altos, m. 20.1; and basses, mm. 20.4-21.1). A 
similar affect was also requested of the first violas and celli-espressivo and tenuto 
marks were placed over the eight notes of beat two. When played in this manner, the 
thematic material is shaped in such a way that it gently surfaces from the overall 
harmonic texture. 
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Once complete, all of Shaw's pertinent markings were placed in the choral and 
instrumental parts (Ill. 1.4).86 Essentially, he aimed, like Szell, to provide scores "so 
meticulously marked that the first reading should be a performance."87 Edits increased the 
level of rehearsal efficiency: 
If these disciplinary details are prescribed by a conductor only during rehearsal, 
200 singers will notate them 150 different ways, and the remaining 50 singers 
won't write-or remember-anything at all. Under these conditions rehearsal 
time is doubled, music's high purpose mongrelized, and lives wasted . So the first 
function of our edited scores is to detail the various informations [sic] . .. in order 
that our disciplines are unanimous, consistent, and accumulative, and allow the 
chorus of the many to become the heart of the whole .88 
Choristers were expected to meticulously mark their scores also. Shaw believed that 
personal markings were critical: 
Let's examine for a moment the suppositions behind this practice of personal 
markings: The first is that musical ensemble is not primarily the product of 
"following the conductor." Rather, it is the product of both of them following the 
composer. In thirty years of public choral performance ... it has seemed to me 
essential and honorable to insist that singers work with music in front of them. It 
is not the conductor's prerogative to establish a willful or whimsical musical 
dictatorship, but rather by solid education, to arrive at a satisfying and productive 
relationship to the composer through his printed page. The ensemble singer's 
responsibilities to the score is [sic] like that of the conductor. The second 
supposition, upon which individual marking rests, is that musical notation-at 
best-is less than half-that-asked. By constant "re-editing" of one's choral 
scores, each of us will add heightened consciousness-and a deeper conscience.89 
86 Price identifies Harry F. Keuper as Shaw's copyist. According to Price, Shaw communicated 
his choral markings to Keuper, altering them throughout the preparatory period. Keuper prepared 
a master copy of the choral score containing all pertinent markings in each voice part. He then 
duplicated it for distribution at the first choral rehearsal. Price writes, "Although Shaw may have 
modified certain markings in the course of rehearsal, he considered these master scores 
comprehensive and unique to the group preparing the work." Price, vii. Jones indicates that, at 
times, a portion of rehearsal was solely dedicated to transferring markings from the master score. 
Each chorus member personally placed them into his or her music. The intention of this practice 
was to enhance comprehension. Manually placing each marking into one's score is more 
informative than simply receiving a previously marked copy. Jones , interview by author. 
87 Elliott, 22. 
88 Shaw, letter to ASOC, October 3, 1994. 
89 Shaw, letter to ASOC, October 4, 1968. 
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Illustration 1.4 Shaw's vocal score edits, Brahms, Ein deutsches Requiem, op. 45, mvt. I 
("Selig sind, die da Leid tragen"), mm. 32-4990 
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90 Box 270 , Folder 960, MSS 86, Shaw Papers, Yale University. 
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Exploring Shaw's editing process reveals how the score manifested his 
techniques. Analysis-studying as slowly as the composer wrote-informed edits. Edits 
in turn generated techniques of marking the scores prior to and during rehearsals, which 
increased rehearsal efficiency . Shaw's editing process further evidences the magnitude of 
discipline and care he exercised during the analytical stages. His complex methodology 
may suggest a certain degree of self-doubt, an accounting of every conceivable detail in 
order to avoid failure . Regardless of motivation, editing, borne of analysis, heightened 
Shaw's comprehension of the score . 
IV. Listen 
When analysis was complete, Shaw listened to recordings of others' performances 
of the Requiem, in addition to his own, as a form of self-assessment. During his Carnegie 
Hall workshop, Shaw explained that listening to recordings aided in appraising 
performance "traditions." Shaw's scores make clear he especially considered tempi when 
reviewing recordings. Two of his four Requiem full scores are particularly useful. Both 
the Band 17 and CP full scores contain extensive tempo markings and movement timings. 
Adjacent to each of these are initials, denoting the corresponding conductor and 
occasionally the precise recording that Shaw reviewed. Additionally, notes (e.g. "too 
slow," "too fast," "good," or "ok") sporadically accompany these markings, indicating 
his assessment of them (Ill. 1.5) .91 
The initials in Shaw's scores assisted in the identification of the conductors and 
91 Shaw, Band 17 and CP full scores, Box 54, Folders 496-497, MSS 86, Shaw Papers, Yale 
University. 
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likely recordings Shaw consulted. Decoding the initials in the scores provides interesting 
insight into those conductors Shaw trusted. 
Illustration 1.5 Shaw notes on tempi, Brahms, Ein deutsches Requiem, op. 45, mvt. V 
("lhr habt nun Traurigkeit")91 
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Table 1.4 provides general information regarding the initials contained in both 
scores, and the corresponding recordings Shaw possibly reviewed. In some cases 
conjecture has been employed due to the abstruseness of Shaw's notes.93 For instance, 
"1980" precedes tempo markings in both scores, but the source is unclear since no other 
descriptor accompanies the label. As noted, it is presumed that these markings are from a 
personal recording of Shaw's (possibly of the ASO & ASOC's performance in Carnegie 
92 Brahms Requiem, Band 17. 
93 Two sets of initials are problematic. It is presumed "BW ... XLP-36844-30" corresponds to 
Bruno Walter (recordings: Warner Fonit 5050467-7110-2-0, 1952; Bruno Walter Society BWS 
204, 1952; Seven Seas (Japan) K 30Y 310, 1953; Odyssey Y 31015, 1954-first released at the 
end of 1971 or 1972) . The other set is illegible. It appears the marking is: "Tr Ov 8: 14:22! !" 
Presumably, "14:22" is related to the timing of an unknown 's performance of the Requiem's 
second movement; "8," confuses the issue. The initials, however, are unidentifiable. Both sets of 
markings are contained on the Table of Contents page of the CP full score, Box 54, Folder 497, 
MSS 86, Shaw Papers, Yale University. 
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Hall, see Appendix A) or perhaps the copious notes his assistants kept regarding tempi, 
often recorded throughout each rehearsal.94 
Table 1.4 Recordings and conductors Shaw considered 
Score Initials Conductor Notes 
Band 17 YanK Herbert Von Karajan Recorded multiple times. 
Band 17 OK Otto Klemperer EMI -1961- Elisabeth 
Schwarzkopf & Dietrich Fischer-
Dieskau-Philharmonia Chorus & 
Orchestra 
Band 17 Solti Sir Georg Solti London Records-1979-Kiri Te 
Kanawa & Bernd W eikl- CSOC 
&CSO 
Band 17 AT Arturo Toscanini Pristine-1943- Vivian della 
Chiesa & Herbert Janssen-
Westminster Choir & NBC 
Symphony Orchestra (In English) 
Band 17 RSC Robert Shaw RCA -1947-Eleanor Steber & 
James Pease-Robert Shaw 
Chorale & RCA Orchestra 
Band 17 "1980" Shaw? Possibly from ASO & ASOC 
performance in Carnegie Hall, 
1980 (Appendix A) 
Band 17 RS Robert Shaw Telarc-1983-Arleen Auger & 
Richard Stilwell-ASOC & ASO 
C. F. Peters LM'77 Lorin Maazel CBS-1977-Illeana Cotrubas & 
Hermann Prey-New 
Philharmonia Chorus & Orchestra 
C.F. Peters BW Bruno Walter Multiple Recordings (fn. 56) 
C. F. Peters Tel arc/ Robert Shaw Telarc-1983-Arleen Auger & 
ASO Richard Stilwell-ASOC & ASO 
(Telarc and ASO used alternately 
in green pencil. Presumably the 
same recording.) 
C. F. Peters RS'72 Robert Shaw Likely from notes or recording of 
ASOC & ASO (Appendix A) 
94 
.Jones indicates that Shaw often requested that she check and record his tempi throughout 
certain rehearsals. It is possible he noted these within his full scores. Jones, interview by author. 
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Table 1.4 (continued) 
Score Initials Conductor Notes 
C. F. Peters "1980" Shaw? Possibly from ASO & ASOC 
performance in Carnegie Hall, 
1980 (Appendix A) 
C.F. Peters 1st Ed. Brahms Not a recording , but Brahms's 
editions. See Bibliography , Max 
Rudolf. "A Recently Discovered 
Composer-Annotated Score of the 
Brahms Requiem." 
C.F. Peters "TROY" Unknown (fn. 93) 
Although not a recording, it bears noting Shaw also considered and included 
Brahms's first edition markings.95 Based upon correspondence, it appears Shaw received 
this information from Wayne Abercrombie in 1983.96 Recalling Shaw's list of 
responsibilities associated with score study, it becomes clear that his analysis indeed 
included historical study. In fact , Shaw's archival materials include a number of 
resources that evidence a thorough and scholarly approach to his analysis (Appendix B) . 
The dates of Abercrombie' s letter to Shaw, the previous recordings, and the 
reference publications he consulted confirm that Shaw's study of the Requiem was 
continuous and evolutionary. Regarding his preparation for repeat performances, he once 
claimed, "Well one hopes that it's a little more knowledgeable .. . but one goes through 
the same thing. I find that every time I do a performance I want somebody to hand me a 
95 Max Rudolph, "A Recently Discovered Composer-Annotated Score of the Brahms Requiem ," 
BACH7/4 (October 1976), 2-13. 
96 Abercrombie writes , " I have also enclosed the metronome markings from the first edition , and 
excerpts from the letter by Brahms to the British singer-conductor George Henschel, on 
answering some of Henschel's questions about tempi and part of the baritone solo line." Wayne 
Abercrombie, letter to Shaw, December 20, 1983 , Box 270, Folder 961 , MSS 86, Shaw Papers , 
Yale University. 
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fresh score, and I want to reedit the whole thing again."97 Shaw evidently strove to 
thoroughly understand the Requiem and related research regardless of how many times he 
had previously performed it. 
V.Learn 
Not all variables of performance can be anticipated mentally. Sadly, Shaw 
lamented, theoretical study is "miles apart" from performance: "Teaching must 
necessitate performance, and performance necessitates teaching."98 Preliminary edits or 
notions may not achieve desired results in practice, which requires the conductor to learn 
from rehearsals and performances. In this vein , Shaw allowed "happenings in rehearsals" 
to guide the ultimate product. 
In 1946, Shaw recalled, via letter to the Collegiate Chorale (CC), Toscanini's 
claim that he had never truly heard a "good" performance of Beethoven's Ninth 
Symphony: 
This from him [Toscanini] whose readings of the Beethoven symphonies were 
legendary, and who knew every note in every instrument in every bar. In spite of 
the tremendous vigor and emotional and physical vehemence, which simply was 
unbelievable in a man of his age, there was over all his passion a mantle of 
sadness and defeat, [as] though (I think) he heard sounds and relations and forms 
in his own study , which he could never actually achieve in performance. That 
must have been very nearly my first consciousness of the conductor' s art as 
synonymous with the art of hearing , of listening.99 
Listening is the integral element of this final step in analysis. It is the comparison of the 
internal audiation, achieved during the solfege process, to that which is created during the 
97 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms 's A German Requiem. 
98 Shaw, "Notes regarding choral methods , philosophies," 1953. Box 200, Folder 7, MSS 86, 
Shaw Papers , Yale University. 
99 Shaw, letter to CC , February 14, 1946. 
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rehearsal period. Where discrepancies between the two arise, adjustments must be made . 
Unquestionably, the latter's efficacy depends upon a thorough preparation of the former. 
Shaw's analytical approach, fostered primarily by Herford and Szell, was 
fundamentally predicated up on the "contract" between performer and composer, "an 
attempt-and a labor-to reach consensus with the creator."10° Consensus, according to 
Shaw, required great discipline in analysis. This, he claimed, frees music's "indescribable 
spirit": 
The understanding of "structure" happens to be important because all of its 
elements happen also to be psychically and existentially true. Most of the terms, 
which have accrued to "explain" the nature of a work of "art" are really just 
somewhat inadequate academic jargon for "real" human understandings, for 
psychological phenomena, which do in fact exist. Matters of proportion and 
scale, of introduction, use and recurrence play upon our minds and memories, so 
that even seemingly unrelated experiences are awakened and touched by the 
surprise of this "modulation," the freshness of that "episode" or the reassurance 
of this "recapitulation."101 
Analytical study, in Shaw's view was not an attempt to force interpretation on another. 
He seldom discussed interpretation with his choir because he found that affective results 
organically emerged from technical mastery .102 In other words, if the conductor and 
performers discipline themselves to the creator's idiom, comprehension of the work's 
message naturally occurs. They instinctively become the composer's conduit: 
As artists-and as human beings-our concern is not with how we feel about 
death or the textual imagery of the German Requiem, but how Brahms felt about 
these things. And the way we learn about his feelings is by learning to "speak" 
his language-as perfectly and as trustingly as we can. When one obeys traffic 
laws he may reasonably expect fewer traffic tickets and an increased chance of 
survival. Not much, but something. But when one lovingly and earnestly obeys 
100 Shaw, letter to ASOC, October 24, 1989. 
101 Shaw, letter to ASOC, October 8, 1975. 
102 Alan Blyth, "A Man Who Knows What He Wants," Gramophone 66, no . 786 (November, 
1988), 729. 
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the laws of great music there is always the chance that the flesh will be made 
word and dwell among us. 103 
Shaw's methods were exacting . Such a fastidious preparation perhaps reveals a 
need to counteract his fear of inadequate musical training-possibly a precautionary 
measure that bolstered his confidence on the podium. In 1947 he admitted, "The unique 
thing about my conducting methods and choral techniques-is that I have none-apart 
from the score at hand and the people at hand . I am frightened to death not only by 
concerts-but by rehearsals-for fear I will not find the answers to what score-study, my 
ear, and my heart tell me should happen."104 These insecurities evidently never lessened 
as he gained years of experience.105 The motivations behind Shaw's techniques do not 
negate the fact he was committed to the power of music and its revelation by any means 
necessary. His theories converged on the conviction that "choral art uniquely holds and 
nourishes the seed of music's meaning."106 
103 Shaw, letter to the Cleveland Orchestra Chorus (COC), October 18 , 1960. 
104 Shaw, "Notes from San Diego Choral Workshop, 1953," Box 202, Folder 39, MSS 86, Shaw 
Papers, Yale University . 
105 
"I share that terror [conducting instrumentalists]. And I have done so for thirty of forty years!" 
Shaw, as quoted by Molina, 30. 
106 Shaw, "Some Meanings of Music," Polemic (n.d.), 27 (Appendix C). 
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CHAPTER TWO 
TIME: THE RHYTHM OF LIFE 
I am no longer so concerned about the inability of any choir to master the long line of a 
long piece in a single sitting; for there are a hundred miracles in every measure worthy 
of the whole of a man's understanding . ... I believe we can scale and direct every 
rehearsal to this end, and that107 
Every rehearsal is a series of reminders as to how vocal beauty and strength are 
inextricably dependent upon musical security .108 
Shaw's Rehearsal Philosophy 
Although mostly unpublished, Shaw wrote a substantial body of prose regarding 
rehearsal and choral concepts. The extant materials-largely the oeuvre of letters he 
regularly sent to his choral ensembles-are rife with his philosophies. As with any body 
of literature that spans decades of one's career, the collection of his theories is extensive, 
on occasion contradictory, and in some cases indicative of evolution. This chapter 
explores Shaw's rehearsal axioms and his techniques for refining the "time" components 
of music. They will then be applied to musical excerpts of the Requiem, demonstrating 
how he utilized them. 
In a letter to the COC, he waxed, "No amount of 'philosophizing' ... and beating 
of gums is going to build a choir. Choirs are built in rehearsals and not in textbooks or 
letters. In the second place, I don't think I have more than a half-dozen paragraphs of 
choral techniques that I'm sure of." 109 Shaw's proclamation is insightful. The final 
sentence reveals a possible lack of confidence in his methods. It may be alternatively 
107 Shaw, letters to CC, November 19, 1946, and COC, October 18, 1867. 
108 Shaw, letter to ASOC, September 21,1978. 
109 Shaw, letter to COC, February 9, 1960. 
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interpreted as a vague attempt to emphasize the degree to which they must serve the 
music and assist each unique ensemble. He may have intended to indicate he was "not 
sure of" precisely how effective the techniques would be with various musical works in 
combination with each unique ensemble and rehearsal situation. The second sentence of 
the previous quote supports this perception. Shaw clearly saw rehearsals as laboratories, 
in which theoretical methods could be continually applied, tested, refined, and assessed. 
Consequently, a brief inspection of his rehearsal premises will aid in conceptualizing the 
methods outlined in this and the following chapters. 
While lecturing in 1947 at Tanglewood, Shaw outlined a few rehearsal 
approaches he found effective. Shaw believed his techniques were best suited to his 
abilities and philosophies. A wholesale application of another's techniques without 
proper mastery or understanding of them, he maintained, generally yields marginal 
results and frustration. Shaw acknowledged this early in his career while expounding 
upon his notions of rhythm and enunciation: "These should not be considered 
unexceptionable laws, but productive guides-however difficult it may be to state them 
without appearing uncompromising."110 
Shaw regularly asserted that his rehearsals had five objectives:'" 
1. Preserve vocal health: "First, we don't want to waste vocal gold . We don't 
want to wear out voices in rehearsal" 112 
2. Rehearse structurally: "The music itself defines the technique .... When you 
finally understand the score ... the answers come fast, and they come in 
multiples-and you experiment. If you have ears you listen-and when you 
110 Shaw, letter to COC, October 9, 1958. 
111 I have compiled and synthesized the following objectives from a variety of sources as 
footnoted. 
112 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, c.5:09. 
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hear the right thing you build from there . One of your ideas will work-and if 
it doesn't, you don't know the score well enough. Go back and study" 113 
3. Accelerate the learning process: 114 "The first rehearsal should avoid 
complicating the learning process by trying to learn text, pronunciation, and 
dynamics." 115 "The reasoning is very simple-and surely defensible: if we try 
to deal with all of music's complexities at one and the same time, each of 
them is eroded, and worse, we wear thin whatever 'vocal gold' our genes 
have given us" 116 
4. Effectively learn: "Use devices which make it impossible to hear, recognize-
and correct-errors of pitch, rhythm, and text."117 "We desire to progress in 
so careful and simple a fashion that nothing need ever be unlearned" 118 
5. Unify: "To unify each section of the chorus (and finally, of course, the whole 
chorus) as to pitch, rhythm, dynamics, enunciation, and vocal timbre." 119 
Shaw's Choral Discipline Matrix 
Shaw's rehearsal techniques are predicated upon various skills he termed, "choral 
disciplines." Mastery of the choral disciplines was, for Shaw, the means by which music 
was released from the confines of the page . He believed the essence and potency of the 
choral art is rooted in the performer's motivation to master the disciplines. Following a 
rehearsal of Beethoven's Missa Solemnis in 1952, Shaw affirmed his doctrine while 
contemplating the work's challenges: 
To be able to vocalize the Missa Solemnis is not to be able to sing it. Somehow 
the spirit of the amateur is the qualifying and vitalizing factor in the making of 
music, and is resident in any great artist. 
The productive sequence should be something like this: there is first the 
desire ... to know, as deeply as his mind and heart can grasp, the purpose and 
patterns of a great work, and the relation of his essential contribution to the 
whole of it. Second, ... if the desire is true, understanding begins to come .... 
113 Shaw, "Tanglewood Notes, 1947," Box 203, Folder 53, MSS 86, Shaw Papers, Yale 
University. 
114 Shaw, letter to ASOC, February 8, 1994. 
115 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, c.5:36. 
116 Shaw, letter to ASOC, October 17, 1990. 
117 Shaw, letter to ASOC, September 13, 1978. 
118 Shaw, letter to ASOC, September 20, 1990. 
119 Shaw, letter to ASOC, February 8, 1994. 
66 
The whole point is that the ability to make the right sound is dependant [sic] 
upon the sense of necessity of making the right sound. 
We have then desire, and we have understanding whose product is necessity-
and those provide the only sequence that may secure the third element-ability. 
Exercises, disciplines, rehearsals are necessary. One does not become an artist 
simply by declaring that his aesthetic taste-buds [sic] are as open as the next 
fellow's. It's damned hard work from here on in; but at least one knows what 
problems he's trying to lick. His whole study is now geared practically and 
specifically . 
It has sometimes been my experience ... that understanding or meaning or 
glimpses of them can come as a result of technical mastery. That is, one admits 
that he doesn't know why Beethoven put these four bars here, or this tempo 
marking , or this dynamic stress. But he goes ahead time after time . . . throwing 
his body and mind into the physical mastery of it. And then-maybe-suddenly 
it happens; the passage has provided its own proof.120 
120 Shaw, letter to CC , January 17, 1952. Given the following quotes, it is clear that Shaw 
maintained this philosophy well into the mature stages of his career: "The spirit in music is not 
the wholesale emotional orgasm that weeps appropriately in public, but rather the marshaling of 
one's keenest, most critical intellectual and moral forces to the point of complete consciousness-
'til one hears in terms of values and the movements of values, until the most pedestrian minutiae 
of pitch and rhythm are heard inwardly in relation to adjacent minutiae; and finally in relation to 
wholes of form, tonality and intent," letter to ASOC, October 18, 1967; "I am amazed again and 
again how the mastery of successive minute technical details releases floods of spiritual 
understanding .... In every vocal convulsion some truth is struggling to be born. In every 
avoidance or diversion of the ' natural ' (which down-grades so quickly from the 'familiar' 
through the 'easy' to the ' ho-hum' ) the super-natural finds a voice. At every instance wherin [sic] 
we achieve this exact balance, or that unequivocal intonation, or yea rhythmic meshing, or an 
absolute precision of enunciation, or an unassailable propriety of vocal color the miracle happens-
-the Flesh is made Word, and dwells among us. We put in muscle and blood and brains and 
breath-and out comes a holy spirit. A bargain at twice the price," letter to ASOC, May 16, 1972; 
"Our underlying supposition-our 'faith' -is that the great composer is also the great illuminator 
and communicator. Therefore , if we wish to have our lives 'touched' and ' illumined ' by his 
understanding , we need first to satisfy his technical prescriptions. At the moment we fulfill his 
musical instructions we receive his ' message.' 'The message' is in the music-in the nitty-gritty-
mini-matters of good intonation, good rhythm, good speech, good color, and good dynamics ," 
letter to ASOC, September 13, 1978; "Perhaps it needs to be said over and over again: ' God loves 
right notes!' The Creative Intelligence is not served or worshipped by irresponsible and sloppy 
performance. All of the technical aspects of group musical discipline: intonation, duration, 
accentuation, dynamics, balance, color, and enunciation must be in perfect accord if 
communication of any value is to take place. We apply ourselves to the most demanding and 
detailed exactitudes because they are music 's letters, words, and language-and the only means 
whereby its spirit may be released . 'Too much' technique does not kill music. What kills music is 
the lay-back-and-wait-for-it every-day assumption that music's 'message' is off in some abstract 
state of wishing-it-so rather than the nitty-gritty of right notes at the right time with the right 
vowel at the correct dynamic level and the appropriate tone color," letter to ASOC, October 4 , 
1979. 
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Within the context of ensemble music, mastery of the choral disciplines not only 
requires the perfection of various skills by each individual, but also their unification 
across each section and ultimately throughout the choir: 
I've often thought that the most immediate and exciting element in choral singing 
is the same quality which is responsible for the emotional impact of a military 
parade, any good athletic team, or an expert chorus line like the Rockettes: 
namely, the fact that many persons are doing exactly the same thing at exactly 
the same time .... At any rate, discipline (or precision) is a terrific instrument-
and no choral effort is going to register without exploiting it. 121 
The prospect of such precision is challenging for any ensemble . It is more difficult for 
the large chorus that sings with orchestra.122 Nonetheless, Shaw believed the business of 
choral singing required meticulous preparation in order that the ensemble might 
unanimously and accurately deliver the composer's message to the listener: 
The basic premise of music-making is unity-and unanimity-and, in its non-
liturgical sense, communion . ... The music-maker strives first for a unity with the 
composer-creator, to fulfill the composer's specifications exactly and 
enthusiastically . He/she strives next for an absolute unanimity of pitch , rhythm, 
timbre, tempo , accentuation, and sonority with his/her collaborators-in order to 
allow a communion to take place involving all three personal elements: creator, 
performer, listener. All this abstract puffery is simply to say that our first and 
constant attention at rehearsals is the sound of unity . ... Choral unison can be 
disturbed by factors of pitch, rhythm, tempo, dynamics, timber, and enunciation. 
And the denser the composer's musical texture, the more precious and critical 
becomes sectional unanimity as to these elements. I always have felt that it was 
useless to command choral singers to "Blend!" In the "great" chorus . .. singers 
care enough about their unanimity to accurately appraise their own 
contributions-or violations-as regards pitch, rhythm, tempo , dynamics , timbre, 
and enunciation . It could very well be that the most attractive thing about choral 
singing is its difficulty. "Singing in synch-" is an extraordinarily complex and 
difficult accomplishment. ... It calls for listening and a self-criticism, which most 
people can't face. 123 
121 Shaw , letter to COC, January 31, 1963. 
122 
"It must be obvious even to the most innocent bystander that it is a touch and gone matter to 
get two-hundred twenty people to respond instantly and identically to any stimulus-seen, heard , 
felt, or intuited ," Shaw , letter to COC , October 8, 1958 . 
123 Shaw, letter to ASOC , April 16, 1991. 
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Unity of its disciplines is the overarching maxim of Shaw's approach to choral music. 
Shaw generally identified the choral disciplines as rhythm, intonation, 
enunciation, dynamics, and vocal tone. On occasion other terms smface. Labels such as, 
"amplitude," "accentuation," "phrasing," "vocal tone," and "timbre" variously appear in 
his writings. They, however, were generally employed either as synonyms of the same 
concept (e.g. vocal tone, color, timbre) or subcategories of larger principles (i.e. 
accentuation or phrasing were often related to larger principles of rhythm and dynamics). 
This potentially creates confusion, especially when his techniques are considered outside 
of an empirical context.124 For matters of consistency and clarity, this essay will utilize 
the basic nomenclature Shaw regularly used when discussing the choral disciplines: 
rhythm, intonation, vocal tone, dynamics, and enunciation. Discussion of each basic 
discipline will define and include details related to germane sub topics such as phrasing, 
articulation, and accentuation. 
Shaw never articulated a formal hierarchy of the choral disciplines. Ranking them 
risks marginalizing his conception of choral music's elements: a complex musical web-
each component influenced by the other.125 Mastery of one discipline, according to Shaw, 
led to ease and efficiency in refining the next. His discourse on certain disciplines makes 
it clear, however, that he believed certain skills were fundamental to others. Shaw 
regularly asserted, for instance, that rhythm is the foundation of all music . On the other 
124 The published videos (Bibliography) exhibiting Shaw at work-reacting to various live 
rehearsal challenges-are insightful and contextualize his theories. 
125 
"Now what I meant when I said that they [intonation, rhythm, enunciation] were not 
completely isolated is that each so affects the other that technical mastery of one will frequently 
cure faults in the other," Shaw , "Notes from San Diego Choral Workshop, 1953," Box 202, 
Folder 39, MSS 86, Shaw Papers, Yale University. 
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hand, he also maintained intonation is the sine qua non (without which nothing) of music. 
Although seemingly contradictory, both notions accurately reflect Shaw's ideology. A 
more detailed look at Shaw's writings clarifies this paradox. 
Shaw often remarked, "The problem in choral singing is simply this: what sound 
is to be made when and for how long?" 126 He clearly believed the choral disciplines fall 
into two primary categories: sound (what) and time (when and for how long). The sound 
element of music includes related disciplines: intonation, vocal tone, dynamics, and 
enunciation-textual utterance. Music's time component is comprised of the remaining 
choral skills: rhythm, tempo, pulse, and rhythmic textual accentuation. This paradigm 
influenced Shaw's rehearsal approach, which generally followed a specific order: 1) 
rhythm and intonation; 2) dynamics and related concerns; 3) text and related issues-
accentuation and enunciation. 127 His rehearsal order further informs the reader about his 
basic organization of the choral disciplines. Rhythm and intonation are clearly the 
foundational components of time and sound, upon which the remaining disciplines are 
built and refined. 
With regard to the previously mentioned paradox, Shaw apparently considered 
rhythm to be the bedrock of music's elements. "Rhythm," he wrote , "is not only the most 
126 Shaw, letter to COC, October 9, 1958 . 
127 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem; and 
"Robert Shaw Rehearses the Brahms Requiem at Boston University," in Deep River, by Keith 
Burris, Boston University Orchestra and Community Chorus, conducted by Robert Shaw 
(Chicago: GIA Publications, 2013). 
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primary of music's communicabilities, but [glue] , backbone and catalyst ... of the several 
phases of choral technique ." 128 A letter to the CC clarifies his position: 
Consider for a moment how all of our musical elements and [choral] techniques 
depend upon it [rhythm]. There is no such thing as good intonation between 
vocal lines that do not arrive or quit their appointments upon mathematically 
precise- but effortless schedule. The principal problem in enunciation is ... 
placing [its] building blocks in their precise, appointed slots in time. Sonority and 
color are impossible to achieve among 150 voices whose rhythmic progress is 
casually ambulatory , erratic , and aimless. The matter that breaks bridges is a 
company of troops marching in strong cadence. That which allows us to sing 
"over our heads" and beyond our ranges is the support of others near us obedient 
to a simultaneous instant of attack and an inexorable momentum . . . even melody 
depends for its grace and sense of direction upon the steady flow of time beneath 
it.l29 
Shaw obviously believed rhythm to be the foundation upon which all of music's other 
disciplines, including intonation, are built. Reordering the elements of Shaw ' s previous 
maxim ("The problem in choral singing is simply this: when and for how long should 
what sound be made?") aligns with a basic matrix that reflects his conception of his 
choral disciplines (Table. 2.1) . 
Table 2.1 The author's hierarchical matrix of Shaw's choral disciplines 
Time (when & how long) 
Rhythm (tempo and duration) 
Rhythmic Accentuation 
Textual Accentuation (independent of purely 
musical sound) 
128 Shaw , letter to COC , September 28, 1960. 
129 Shaw, letter to CC , January 17, 1952. 
Unity 
Sound (what) 
Intonation (pitch) 
Vocal Tone (color) 
Phrasing (dynamics , melodic accentuation , 
and articulation) 
Enunciation 
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Rhythm 
Synthesis of Shaw's rehearsal ideology offers a contextual understanding of his 
choral disciplines. The remaining discourse proceeds according to the previously 
established matrix. Perhaps the most documented of Shaw's theories is rhythm. It is 
arguably Shaw's hallmark skill-even endorsed by his seemingly insatiable mentor.130 To 
date, Green's dissertation provides the most thorough discussion of Shaw's rhythmic 
philosophy, as applied to a specific work (Bach's Mass in B Minor, BWV 232). 
Consequently, the following will summarize the concepts of Shaw's rhythmic theories 
that are germane to his preparation of the Requiem. 
Early in his career, Shaw believed rhythm to be the fundamental principle, upon 
which all other choral skills are built. To the CC, he wrote, "We have a very serious fault 
as a choir, it seems to me, in our lack of rhythmic integrity and vitality. We simply do not 
speak and move together. ... And great musical art-particularly group art-hinges 
desperately upon it. All of phrasing, all of dynamics, and all of movement, direction, 
climax, proportion, perspective, are at stake. The lack is choral art's cardinal sin."131 It is 
difficult to surmise precisely where Shaw acquired his rhythmic bent. Perhaps it was the 
130 
'"It's astonishing,' Szell once said of the chorus Shaw formed and trained in Cleveland, 'It's 
like some sort of magic. Simply by the quality of the beat one can make an instant change in tone, 
tempo, balance or colour. This chorus is simply more responsive than an orchestra,'" Szell, as 
quoted by Elliott, 22. Donald Neuen, Shaw's assistant in the early Atlanta years, once asserted, 
"There was no rhythm in choral music before Robert Shaw, that was vital, animated, and said 
something to somebody. There was accurate rhythm, but not interesting rhythm," as quoted by 
William R. Green, "Robert Shaw's Approach to Rhythm and Phrasing as Evidenced in His 
Preparation of Bach's B Minor Mass," (DMA diss., University of Kentucky, 2006), 50. 
131 Shaw [letter to CC, October 3, 1944], as quoted by Green, 51. 
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result of percussion lessons he received in high school.132 Although percussion lessons 
may have planted the rhythmic seed, they surely did not cement the sophisticated 
concepts Shaw articulated. Toscanini also played a role in Shaw's rhythmic fascination. 
The extent of his influence, which will be discussed later, is minimally documented. 
Therefore, it is challenging to identify him as a significant contributor. It is likely Waring 
and the Pennsylvanians, known for "the rhythm of their music down to its last quiver and 
shake," either instilled or nurtured Shaw's rhythmic proclivities.133 
Virginia Waring reveals Fred Waring's philosophy of rhythm in her book.134 He 
once observed, "No one has ever given a satisfactory or comprehensive definition of jazz. 
To me, it is the articulation of the mood of modern life expressed in terms of rhythm. 
And rhythm is an essential element of human life. If you don't believe it, watch how little 
children and primitive people respond to it .... The only hope of future progress lies in 
the wider application of the rhythmic principles revealed and developed by 'jazz."'135 
Waring's theory regarding the innate human response to rhythm is remarkably 
similar to Shaw's. Music, Shaw regularly observed, is a temporal art. Time is its 
medium.136 He believed music is fundamentally sound in time and maintained they are 
132 Burris, 9 . 
133 Fritz Mountford, "Fred Waring and American Choral Singing: His Career, Philosophy, and 
Techniques," (DMA diss., University of Missouri-Kansas City, 1992), 277. 
134 Virginia Waring, Fred Waring and the Pennsylvanians, (Chicago: University of Illinois Press , 
1997), 93. 
135 Waring, as quoted by Virginia Waring, 93. 
136 
"Unlike sculpture and painting ... music is not a Space-art; it is essentially a Time-art. Its 
material is Time. Time is its 'clay,' its 'canvas.' It is the purpose of music to give shape and 
meaning and beauty to Time. Music exists from Now to Some-when, and it establishes its own 
consciousness and consequences in Time," Shaw, "Some Meanings of Music," 27. Strikingly 
similar musings occur in several of his letters: RSC, February 14, 1955; and RSC, October 24, 
1956. 
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measured and proportioned similarly, which are concepts innately available to humans.137 
He illustrated our relationship with time by penning the following poem: 
"Actually 
almost all our day-by-day daily life turns 
on this wheel-
four seasons per year 
two high tides per day 
thirteen full moons every twelve months-
breakfast I unch dinner bed 
breakfast lunch dinner dead 
the earth spins 
the earth circles 
regular as clock work 
grab the brass ring and ride 
get the beat baby 
it's cool, it's real cool. 
It's also true. It' s real true. 
Time is divisible by sun and moon 
by yesterday and tomorrow 
by tide and by season 
time is abruptly divisible by death 
and in birth ponderously presaged 
by dutiful lunar periods. 
Time is divisible by Marilyn Monroe on a calendar 
by pin-up and count-down 
by shock-proof water-proof 
self-winding arm-alarm 
lady-elgin patek-phillippe and mickey-mouse 
and Time Marches On 
or was that before your time?" 138 
Shaw's poetry depicts the extent to which human life revolves around the elements of 
time (cycle, recurrence, and periodicity). He claimed these innate elements equate to 
rhythm,139 which is essential to musical performance. "As a matter of fact," he wrote, 
137 
"Time has elements of cycle, recurrence, [and] periodicity. This is one of the most native hues 
of being human. It is a part of our conscious observation and unconscious being .... Our hearts 
beat. We walk left-right. We sleep and we wake. We in- and exhale. Our moods are up and down. 
Shaw, letter to COC , November 1, 1961 . 
138 Ibid. 
139 Shaw called it the "the here-it-comes-again-ness which we call Rhythm," "Some Meanings of 
Music," 27. 
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"whatever its nature-psychological, physiological, or cross-breed-the phenomenon of 
rhythm is the only article of man's equipment and experience which makes a common 
and unified utterance even remotely possible."140 
Shaw identified three basic elements of rhythm throughout his career, which may 
be listed as: 
1. Pulse-including tempo 141 (cycle and recurrence) 
2. Duration-divisions of pulse (periodicity) 
3. Accentuation or stress-inherent relationships of divisions (metric 
groupings, which create phrases) and related artificial, sonic emphases 
(dynamics and articulation) 
Pulse, Shaw maintained, is integral to rhythm.142 It is the barometer, by which 
rhythm is measured. "By it[s] nature," Shaw wrote, "pulse implies a soundness and 
predictable-ness of recurrency [sic]-an inevitability. That is to say, unless there be a unit 
of measure-relatively inviolate-there can be no proportion, and therefore no form, and 
therefore no art-form." 143 Rhythmic integrity is largely dependent upon awareness and 
consistency of steady pulse. "Most of the mistakes in rhythmic utterance," Shaw charged, 
140 Shaw, letter to COC, October 9, 1958. 
141 Shaw initially divided pulse and tempo into separate categories of rhythm (letter to COC, 
November 1, I96I). Within a few years, he merged tempo into the larger concept of pulse: "The 
organization of the time-properties of music we call Rhythm ... [consists of] pulse, duration, and 
stress," (letter to the ASOC, March 8, I968) . This is likely because he came to see tempo as 
synonymous with pulse. In 1984 he wrote, "Everyone involved must carry in consciousness at all 
times not only the large unit of TEMPO (which we call PULSE) but also its divisions and 
subdivisions from halves and thirds to miniscule sixths and eighths." Shaw, letter to ASOC, 
September 20, 1984. 
142 
"Rhythm is based on the supposition that time can be divided into equal portions-which we 
call pulse and beat. Patterns of sound and silence are constructed above this basic unit, patterns of 
long and short, of loud and soft. And it is the nature of these patterns to suggest an organic, 
living, growing thing. Rhythm is that which moves through time as the dance moves through 
space," Shaw, letter to ASOC, October I, I969. 
143 Shaw, letter to COC, November I, 196I. 
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"are due to a lack of sensitivity to the [persistence] of pulse underneath the broader 
elements of duration, either silence or of sound." 144 
Consistent pulse is predicated upon sensitivity to its divisions and subdivisions . 
"Pulse," Shaw argued, "is not always the denominator of the metric fraction [time 
signature], but may [be] more truly, and almost always is more practically one if its 
subdivisions."145 The concepts of pulse and its divisions-inner pulse-draw another 
striking parallel between the rhythmic theories of Waring and Shaw. Waring's approach 
to text, which is discussed in more detail within the "Enunciation" section of this study, 
required an acute sensitivity to inner pulse that cohered the ultimate performance.146 
Shaw expounded on his notion of inner pulse in a letter to the COC: 
Pulse, of course, has inner divisions . Occasionally, in fact, these inner divisions 
become so strong that they become almost a pulse in themselves-a much-
quickened pulse. Our primary practical concern as performers lies in trying to 
achieve the steadiness and inevitability of pulse. And it can be stated as a 
practical rule that this steadiness rests upon a common sensitivity to the inner 
divisions of pulse. That is to say, a chorus cannot hold a moderate 4/4 rhythm 
without a supreme awareness of the four sixteenth notes inherent in every quarter 
note. A conductor may establish a tempo-if he's lucky-but the continuing life 
and function of that tempo depends not upon the visual response of the 
executants ... but upon the psychological and physiological sensibilities of each 
performer to unchoreographable inner divisions of pulse. 147 
144 Shaw, letter to ASOC, March 8, 1968. 
145 Ibid. 
146 
"That's why," Virginia Waring claimed, "his [Waring's] music never got out of shape. He was 
feeling an inner pulse. Very few laymen realize the blood, sweat, and tears it takes to achieve his 
subtle nuances," Waring, 221 . 
147 Shaw, letter to COC, November 1, 1961. 
76 
Thus, absolute rhythmic accuracy must be "built first and surest upon the feeling of the 
smallest common rhythmic denominator. It is built upon eighth and sixteenth notes, ... 
the absolute alignment of the basic small rhythmic units." 148 
It is important to note Shaw's use of the word "inviolate" in relation to pulse. He 
believed that any encroachment on music's pulse potentially destroys its vitality. 
"Music," he lectured, "has a right to its own life. It has its own pulse, its own heart-beat . 
. . . Any great artist phrases within the rhythm; he does not distort rhythm to fit his phrase. 
He lets music live its own life." 149 Shaw's comparison of steadiness in tempo to the life 
and heartbeat of music is surely drawn from his tenure with Toscanini. In a letter to the 
RSC, Shaw wrote, "For Toscanini, tempo was the heartbeat; and the steadier the tempo, 
the healthier the heart. Expression? Maybe a little, but don't spill any, and keep 
walkin' ."150 
Shaw's fastidious rhythmic theory may be perceived as pedantic-almost 
robotic-and, at times, unmusical. Such assessments possibly overlook the context in 
which Shaw advocated an inviolable pulse. A great portion of his career focused on large 
choral/orchestral works. His ensembles consisted of hundreds of musicians, which are 
remarkably difficult to unify. Artistic freedom, a luxury the soloist enjoys-and Shaw 
admired-is simply unavailable to hundreds of musicians whose desire is to actualize the 
composer's music. Shaw illustrated, "Bach's musical language is primarily a contrapuntal 
one, involving two to five, or even eight lines simultaneously, so that tempo changes 
148 Shaw (letter to the CC, October 9, 1944], as quoted by Green, 54. 
149 Shaw, letter to COC, February 18, 1964. 
150 Shaw, "Some Meanings of Music," 27. 
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which conceivably could make one line clear or more expressive might at the same 
moment violate the clarity and expressivity of all other lines." 151 
Regardless of the size of ensemble, Shaw did strive for musicality .152 "I say 
'relatively inviolate,"' he qualified, "because all of us are aware of 'speeding-up' and 
'slowing down,' and are aware that no two seconds ever have precisely the same 
meaning." 153 Shaw admitted metronomic perfection is neither humanly possible nor 
artistically desirable. He wrote, "It is terribly difficult to maintain a metronomic 
infallibility in musical performance particularly group performance . . . clock-time is not 
identical with musical-time. Mechanical regularity is not necessarily the most convincing, 
proper, or artistic of temporal relationships." 154 He believed the paradoxical nature of 
music's "Time-ness" is the key to its beauty. On one hand, music's "principal and most 
provocative assumption is that Time is divisible ." 155 On the other hand: 
151 Shaw, letter to ASOC, July, 1987. 
152 
"The cardinal sin of singers and choruses is their unmusicality. I've heard people quote Mozart 
something like this: 'What is music? Music is first of all Rhythm; in the second place-Rhythm; 
and finally-Rhythm.' Q.E.D.: The cardinal sin of singers and choruses is their lack of rhythm ," 
Shaw, letter to COC, March 10, 1964. Additional quotes that support Shaw's definition of 
musicality: "Absolutely none of the factors of musical performance ever are properly shaped and 
proportioned unless somebody really cares. You can't get discipline without first having the will 
and the spirit to seek it .... And it is impossible to deny or insulate their communicability. What 
finally makes a performance cold and lifeless is the absence of fervour for the only means 
through which auditory communication can take place: good intonation, good enunciation, good 
articulation, good dynamics, good color," letter to ASOC, April 18, 1979. 
153 Shaw, letter to COC, November 1, 1961. 
154 Shaw , letter to COC , October 6, 1964. "Tempo," Shaw mused, "is a silly kind of idea when 
you get right down to it , for it attempts to measure the speed with which Rhythm (and sound?) 
moves through Time ... not speed through space-that would be simple-but what pace can one 
pass through how much Time? How fast can one live how long?)," "Some Meanings of Music," 
27. 
155 Shaw, "Some Meanings of Music," 27. 
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Music's Time-ness says exactly the opposite and is equally true. For it is the 
experience of each of us that the hours are of varying lengths, that no two 
minutes are ever of equal duration, that this moment is endless ... and already is 
gone-eternality within the instant: this time, next time, life time. 
It is the capacity of music so to order Time that its meaning is not to be found 
in its measure. The least pertinent question one can ask about [a Requiem] is how 
long it is. Ages of quietness are in the moments of musical "Praeludium" which 
precede the "Benedictus"; and 16 minutes by the clock of "Benedictus qui venit 
in nomine Domine" are a single breathless instant or an eternity of blessing. 
It has to follow that every performance is a first performance, for this 
moment never has been shaped by this sound: new-time, new-artist. And every 
song is a swan song: this instant of life within the now becomes the past. Clay 
that vanishes as you shape it. For time will pass and be gone ... and in its passing 
must be beauty. Music is Order in Sound and Time .156 
Shaw employed various temporally expressive devices in performance (e.g. 
rubato or ritardando). While rehearsing the fugue of the Requiem's third movement for 
performance in Carnegie Hall, he stated: 
The tendency is to sing long notes slow and to sing short notes fast, which is a 
good tendency because obviously it's what the composer has in mind, is more 
motion. Nuance of tempo would be all right if it were a solo line ... and you didn't 
have anything but a continuo chord underneath it ... if the text were particularly 
expressive, you might be entitled to some nuance of tempo; but no unintended 
nuance of tempo. And when four voices plus whatever is going on in the 
orchestra is moving against you, you're not allowed ... to [unintentionally] 
destroy qualities of tempo.157 
Shaw cautioned his ensembles about using unwieldy rhythmic liberties-unexpected 
nuances of tempo-as an expressive tool. "It is obvious," he explained, "that no would-be 
group of musicians can expect to find fluency or freedom of expression apart from 
discipline. One of the basic rules of rhythm ... is that the greater part of what we call 
'expression' in music must be done within tempo. While tempo variation-slowing or 
quickening-can be expressive if sparingly used, it is without meaning if there is not a 
156 Ibid. 
157 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.25: 16. 
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firm and persistent base from which it can depart." 158 In other words, Shaw advocated for 
various forms of metric shift (e .g. ritardando, accelerando, or rubato) so long as they 
were measured and proportionate to the basic pulse, within tempo as opposed to sudden 
and unpredictable. 
Shaw believed accuracy of rhythm and steadiness of pulse allowed greater 
flexibility in performance. In 1952 he wrote, "It seems to me ... that the element in music 
which is most productive of poise and naturalness and freedom in musical performance, 
which somehow bases and relates to other elements, which calls attention to itself only in 
absence or imperfection, is rhythmic security. It is the element we strive to discover in 
order that we may forget. It is that which must be mastered so that it can be taken for 
granted."159 For Shaw, rhythmic precision was essential for three general reasons. First, 
fidelity to the composer and his music obligates the performer to realize the musical work 
as accurately as possible. 160 The composer and his or her music's integrity demand 
rhythmic precision of the highest order.161 Accurate rhythm, Shaw urged, is the "single 
most unifying and communicative force." 162 
158 Shaw, letter to COC, October 5, 1960. 
159 Shaw, letter to CC, February 17, 1952. 
160 
"Relative durations and periodicities are prescribed in traditional music. In many instances-
by prescribing tempo-actual mechanical, measurable durations and periodicities are also 
prescribed. And it is to be presumed that the composer could have written them otherwise had he 
desired so . Therefore, our initial task is clear: to be as precise as is possible and human," Shaw, 
letter to COC, October 6, 1964. 
161 
"The source and focus of our musical ... 'integrity' ... is how ' unmarred, unbroken, 
unimpaired,' indivisible we are rhythmically-how 'entirely' we 'correspond with an original 
condition': namely, the score." Shaw, as quoted by Green, 51. 
162 Shaw, letter to COC, March 22, 1960. 
80 
The remaining two reasons are purely related to vocal execution, which are 
physical challenges of the vocal mechanism and phonation of language. In pondering the 
differences between vocal and instrumental rhythm, he wrote: 
The human voice is a good deal more difficult to operate rhythmically than any 
manual instrument. Anyone who has taken typing know[s] how nimble and 
precise the fingers can become in a very short time. It's considerably easier to 
type "beg a caged feed-bag" than it is to sing B-E-G-A-C-A-G-E-D-F-E-E-0-B-
A-G. Not only is the voice less agile than the fingers, but between the sight-
recognition of the name of a pitch on a page and the ability to reproduce it in the 
larynx is an intricate network of neural switches .... In similar vein the voice, 
particularly in the upper registers, requires an enormously complicated system of 
tensions and relaxations; and when the voice gets "up there" it is not easy to play 
musical chairs with it.163 
The voice, Shaw added, "is an absolutely legato instrument. It has not keys or valves to 
press, which strike different strings or alter without hesitation the length of resonating 
tubings .... In general, singing pitches are not so articulate and distinct as to attack and 
duration as those produced thorough some sort of mechanical or physical contrivance." 164 
It follows that the feat of achieving rhythmic cohesion for the large choral ensemble is 
quite remarkable. 165 He refused to allow the physical rigor of singing to be justification 
for poor rhythm. On the contrary he believed it required an increased effort and veracity 
on the part of the chorus. "To become sufficiently articulate and distinct," he exhorted, 
"to travel comfortably in a musical tradition which also employs instruments, the voice 
163 Ibid. 
164 Shaw, letter to ASOC, March 8, 1968. 
165 
"The problem arises in coordinating the rhythmic responses, reflexes, and sensitivities of over 
two hundred people. Our various physical and psychological temperaments, at any given 
rehearsal, or moment thereof ... range[s] from choleric to apathetic. What has to be achieved by 
drill and discipline ... is a sense of the metric division of time which is relatively unharrassed by 
sight-reading insecurities, and relatively dependable in spite of temperamental buoyancy or 
depression," Shaw, letter to COC, October 6, 1964. 
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has ... to deport itself with an unequivocating exactitude."166 
A choral ensemble that collaborates with orchestra to present works of the 
choral/orchestral genre must be rhythmically accurate in order to intelligibly deliver text: 
Choral singing presents two very large problems related to pulse, the first of them 
as versus the solo singer, and the second of them as versus the instrumentalist. 
Both of them, however, are related to the use of text. As different from the solo 
singer, whose repertoire and whose delivery of text is in the main 
"accompanied"- by a keyboard instrument or an ensemble of instrumentalists 
who provide a foundation of rhythmic, harmonic, and even complementary 
melodic structure-the chorus is already an ensemble instrument and is 
responsible for providing to a large degree its own rhythmic, harmonic, and 
complicated melodic structure. And thus the individual departures from rhythmic 
inevitability that the solo singer may assume are not nearly so available to the 
choral singer. In the control of a great solo artist, the poetic treatment of text may 
even lead to subtle rhythmic displacements and commentary that become some 
of the most communicative aspects of the art. ... Concerted music, however, has 
to be concerted around something, and that something is pulse.167 
The myriad colors and articulations available to the chorus via text also assist in 
balancing vocalists with instrumentalists: 
In the symphonic-choral repertoire we must somehow adapt speech accentuation 
to the accentuation and articulation, which is characteristic of instrumental sound. 
We are accustomed to speaking of the chorus as a monochromatic instrument: 
that is, being basically of a single, vocal color. Contrasted with the variety of 
orchestral colors-string, wind, and percussion-this is assuredly and in part 
true .... As choral singers we become artists when we are able to use the rich and 
varied nature of vocal sound to enhance rather than obscure musical and 
rhythmic structure .168 
Shaw's rhythmic philosophy is complex, guided by artistic ideals and practical 
concerns. It is clear that his desire to accurately realize the composer's masterwork is a 
value he acquired from Herford and Szell. Waring apparently fostered Shaw's 
understanding of rhythm in relation to humanity-innate elements of cycle, recurrence, 
166 Shaw, letter to ASOC, March 8, 1968. 
167 Shaw, letter to COC. November 1, 1961. 
168 Shaw, letter to COC. October 9, 1958. 
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and periodicity. Their notion of inner pulse is also strikingly similar. Shaw's rhythmic 
philosophy also addresses practical matters. In addition to unifying a large number of 
forces, it accounts for the realities of the vocal instrument, which are sound production 
and execution of text. 
I. Shaw's Rhythmic Principles Applied to the Requiem 
Shaw identified errors choral singers generally make in relation to rhythm, 
including arrhythmic rests, releases, and sustained note values-all due to a lack of 
sensitivity to the consistent pulse. "High on the list of rhythmic sins," Shaw accused, "is 
our abuse of silence values in music. We are used to calling them 'rest' values, but that is 
an inordinately inappropriate term, for it implies relaxation, inattention and, 'time-
out.'"169 Choral singers tend towards holding notes longer than their prescribed values. As 
a result, the subsequent rest is improperly extended, which then invades the rhythmic 
allotment of the succeeding note. As a result the note following is shifted slightly to 
accommodate the trespassing rest, thus stalling the momentum of the phrase or melodic 
motive, and displacing the horizontal rhythmic alignment from that of the vertical. If left 
unattended, a snowball effect ensues that ultimately derails, or at least disfigures, the 
musical work. 
Music has no "time outs," Shaw claimed. All musical works are sonorities in 
motion, constantly striving to reach their end. Consequently, rests and pitch values, 
regardless of their sonic function, must be negotiated in the same praxial way. 
Essentially, rests are unequivocally as subordinate to pulse as any other rhythmic element 
169 Shaw, letter to COC, September 28, 1960. 
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in music. Shaw wrote, "Pulse is a physical and psychical phenomenon which continues 
unabated, undiminished, and unaltered through moments of musical silence."170 
Shaw believed silence is as important to music's expressivity as sound. Denying 
rests their due, in terms of accurate rhythm, deprives them of their expressivity. The 
COC, while preparing their first performance of the Requiem (1960), evidently did not 
understand the rhythmic and communicative importance of Brahms's rests. "Silence can 
have a beat; frequently that beat can be extraordinarily communicative and exciting. And 
when we say, 'But, Brahms wrote silence-and you're still singing,"' Shaw explained, "it 
is not that the end we seek is a clipped and frozen exactitude, but that silence is itself a 
value, and that a great deal of its value is rhythm."171 
The Requiem is fraught with instances relative to this particular issue. In the 
second movement, "Denn alles Fleisch es ist wie Gras," Brahms separates the phrase, 
"Das Gras ist verdorret und die Blume abgefallen" (mm. 33-41),172 with rest values (Ex. 
2.1). He1meneutically, it is feasible Brahms meant to augment the text (For lo, the grass 
with'reth ... and the flow'r thereof is fallen) with vocal silence between the two 
clauses-perhaps a pause for contemplation. Regardless of the possible reasons for 
Brahms's choice of rest within the phrase, he chose the rests purposefully . Shaw felt it 
was incumbent upon the chorus to accurately observe them. 
170 Shaw, letter to ASOC, March 8,1968. 
171 Shaw, letter to COC, September 28, 1960. 
172 And subsequent iterations: mm. 65.3-73; 157.3-165; 189.3-197. 
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Example 2.1 Brahms, Ein deutsches Requiem, mvt. II ("Den alles Fleisch es ist wie 
Gras"), mm. 33-36, brass, timpani, and lower strings instruments omitted 
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The vertical alignment of the movement also depends upon properly executed 
rests. It is here the subdivisions, of which Shaw spoke so often, become integral. The 
piccolo, oboes, and violas are delivering the thematic material Shaw labeled, "b" (Ill. 
1.4). Consisting of upbeat eighth notes, the "b" material serves as the rhythmic motor of 
this particular section, urging the "cortege" forward. It is essential the chorus remains 
aware of the inner-division of each quarter note. Otherwise it will be sluggish when 
coming off the intermittent rests (mm. 35 .3-36.1), causing the quarter notes over the text 
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to be out of sync with the driving eighth notes of the orchestra. 
There are additional instances within the Requiem where the dramatic affect of 
rest values hinge on rhythmic accuracy. Within the ''fugato" section of the second 
movement (according to Shaw, mm. 207-302), Brahms pits a variety of rhythmic 
motives (mm. 219-225 and 291-297) against the chorus's repeated delivery of "ewige 
Freude" Uoy everlasting), (Ex. 2.2). 173 The text continues, "Wird iiber ihrem Haupte sein, 
... und Schmerz und Seujzen wird weg miissen" (Shall crown their heads for evermore, . . . 
and grief and sighing shall flee from them). Here, the music is homophonic, perhaps 
contemplative. A certain degree of emotional ambiguity is seemingly depicted in the 
music-joy everlasting versus grief and sighing. 
The conductor can interpret this particular section in a variety of ways. For 
instance , it is possible to argue that Brahms is speaking to the deceased. The push and 
pull of various rhythmic motives reflect their rush of emotions, created by the prospect of 
joy everlasting . Shaw viewed the Requiem as a message to the living. He wrote, "The 
understanding generally assigned to Brahms's choice of text for his 'German' Requiem is 
that, rather than setting the traditional prayers for the safe journey of the souls of the 
departed to their theologically correct heavenly rest, he chose to be concerned with 
bringing some degree of comfort to the sorrowing who remain." 174 In this light, he 
possibly viewed the agitated themes of mm. 219-225 and 291-297 as a portrayal of the 
bittersweet emotions of losing a loved one, and the contrasting thematic material as 
173 In fact, the second part and coda of movement two (mm. 207-337) are predicated upon 
accurate rest values, including mm. 261-268,303-315, and 333-336. 
174 Shaw, letter to ASOC, March 11, 1997. 
86 
representing comfort of the living. 
Any interpretation requires performers of the Requiem to execute this particular 
section with precision in order that the duple syncopated figures of the flutes and oboes 
properly align with the triplet figures of the upper strings, the thematic material of the 
brass fits into the structure precisely, and the sighing motives of the chorus (separated by 
quarter-note rests) mesh with the overall rhythmic texture. When performed properly 
Shaw believed the various rhythmic elements inherently balance, creating an electrifying 
sonic effect. If, on the contrary, the entire ensemble is lackadaisical, the result might be 
sonic chaos that confuses even the keenest of listeners . 
The quarter rest on beat two of m. 225 (except contrabassoon and all strings) is 
also of integral importance . Silence after a climax of such proportions can be emotionally 
arresting. The rest value must be fully observed, however, in order for it to have an 
audible effect . Practically speaking, the prescribed length of silence also allows the 
fortissimo B-flat major chord to dissipate in the hall, making the following piano entrance 
(m. 225.3) significantly more audible. 
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Example 2.2 Brahms, Ein deutsches Requiem, mvt. II ("Den alles Fleisch es ist wie Gras") , 
mm. 219-241, flutes, oboes, horns, trumpets, choral parts, and violins 
21~ 
,t I _j! * !!* ! !~ ! !~ ! ~!. !!. ! 
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tJ 
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0 . 
,t) f cresc. 
~ 
II II 
" 
.. . I ~ -e--
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II I II 
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~ II f 
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Example 2.2 (continued) 
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Similar moments exist in movement six (Ex. 2.3). Brahms created afortissimo 
climax in mm. 289-290 (and mm. 315-316) to augment the text, "Herr, du bist wiirdig zu 
nehmen Preis und Ehre und Kraft" (Lord, Thou are worthy of praise, and honor, and 
might) . Quarter-note subdivisions in the orchestra dictate that the text of the chorus-set 
to longer notes-be accurately delivered. Neglecting to inwardly maintain the 
subdivision throughout the sustained note in mm. 289-290 will inevitably result in the 
chorus's encroachment on the rest value of m. 290.2. Consequently, the half-note rest 
will be inaudible and uncommunicative. As in the second movement, observing the 
proper rest value in m. 290 will result in diminution of the preceding fortissimo, which 
allows the following piano entrance of the tenors to be markedly more perceptible and 
rhythmically copacetic . 
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Example 2.3 Brahms, Ein deutsches Requiem, mvt. VI ("Denn wir haben hie keine bleibende 
Statt''), mm. 288-290, bassoons, choral parts, viola , cello, and double bass 
288 & 4 & 2 & 3 1 
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The previous two musical examples (2.2 and 2.3) illustrate another consistent 
rhythmic failing Shaw found in many choruses, which is poor execution of sustained 
notes. He wrote, "The existence of sustained sound neither abates nor diminishes the 
presence of persistent pulse."175 He exemplified the inherent problems posed by sustained 
notes: 
In four-four meter ... the presence of the dotted half-note on the first three beats 
cannot deny to the last quarter-note its proper place, duration, and stress in time. 
Most of error and confusion lie right here: for the sustained sound offers 
opportunity for only one initiating impulse; the performer allows this impulse 
and its duration to become a stress factor which de-sensitizes him to the presence 
underneath X-number of basic pulses. 
Postulate- Pulse is not always the denominator of the metric fraction [time 
signature], but may [be] more truly, and almost always is more practically, one of 
its subdivisions. 
For instance, the fraction four-two [4/ 2] indicates that there are four beats to 
the measure and that a half-note receives the beat. But a four-two passage may 
very well have a pulse that runs in terms of quarter-notes; and, if there should be 
many eighth-notes in the melodic or rhythmic pattern, the finest musicians will 
manage to carry the eighth-note in their mind and in their execution as a constant 
pulse value . 
As a matter of practice, this means that one always is prepared for the proper 
execution of "dotted" and "tied" values; for one already has in his mind the 
smaller and appropriate units of pulse. 176 
Example 2.3, metered alla breve (4/ 2), exemplifies Shaw's assertion. The half note serves 
as the basic rhythmic unit, but its quarter-note subdivisions persist through the entire 
fugue (mm. 208-349). Proper delivery of sustained notes such as "Kraft" in m. 289 
requires the chorus to maintain a constant internal subdivision. 
The Requiem's opening also demonstrates the importance of inner pulse when 
performing sustained notes (Ex. 2.4). The chorus's initial entrance, "Selig sind" (Blessed 
they), is set to static whole notes. An awareness ofthe quarter-note subdivision, an 
175 Shaw, letter to ASOC, March 8, 1968. 
176 Shaw, letter to ASOC, March 8,1968. 
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element persistently iterated by the lower strings , may ensure the chorus does not 
stagnate within the first few measures. Shaw, however , suggested an ever-present feeling 
of the eighth-note subdivision , which is an important element of the thematic material 
presented by the violas and celli. During a rehearsal of the Requiem at Boston University 
in 1996, Shaw began the first movement by advising the orchestra and chorus that the 
tempo should be "slow enough so that the eighth note has weight." 177 He proceeded to 
demonstrate by singing the thematic material of the first celli (Ill. 2.1) , replete with 
eighth-note subdivisions in the initial dotted-quarter note. 
Example 2.4 Brahms , Ein deutsches Requiem , mvt. I ("Selig sind, die da Leid tragen"), mm. 
13-17, choral parts and strings 
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177 Shaw , "Robert Shaw Rehearses the Brahms Requiem at Boston University ," in Deep River, 
DVD. 
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Illustration 2.1 Shaw subdivision demonstration, Brahms, Ein deutsches Requiem, mvt. I 
("Selig sind, die da Leid tragen"), mm. 3-4, first celli 
3 
fl 
V1c. 
R.S. 
' 
p legato 
.-:- 1ft" {"- • 
.. .. .. 1*" ~ ~ 1*" 1*" .. .. 
1 & 2 & Tt & 4 & 1 & 
Shaw singing demonstation of weighty eighth note 
--~ 
2 & Tt & 4 & 
Instilling the eight-note subdivision in the chorus from the onset not only 
promotes accurate execution of sustained notes and rests, it also prepares vocalists to 
accurately sing the subsequent, contrasting thematic material, "werden mit Freuden 
ernten" (shall reap in joy), in mm. 55-59 (Ex. 2.5). Perhaps Brahms understood the 
importance of inner pulse. The driving quarter notes assigned to the low strings 
throughout much of the first movement mediate all other rhythmical elements. 
Example 2.5 Brahms, Ein deutsches Requiem, mvt. I ("Selig sind, die da Leid tragen"), mm. 
55-59, choral parts 
55 (f) 
sa- en, wer - den mit Freu- den,mit Freu - den ern- ten, wer den mit Freu ____ _ 
f 
A. 
..____........ 
wer- den mitFreu-den,mit Freu den em - ten , mit F~re~u~;;;;;;;=::--
/'""""'. 
T. 
wer-den mit Freu- den_ em - ten , wer-den mitFreu-den, mit Freu-den ern ten, 
en , wer-den mil Freu- den_ em-ten, wer- den mit Freu-den, mit Freu-den ern -
The sopranos, tenors, and baritones/basses sing a motivic figure in the final 
movement ("Selig sind die Toten") that further illustrates the importance of inner pulse 
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when executing sustained notes (mm. 2-7; 10-15; and 103-108). Rhythmically, each part 
literally states the motive. The soprano iteration therefore illustrates the challenges of 
performing notes sustained by ties (Ex. 2.6). In m. 2 the sopranos sing a whole note , 
which is tied to a quarter note on the first beat of m. 3. They risk being late to the second 
beat of m.3 if the eighth-note inner pulse is absent throughout all five beats of the 
sustained note (mm. 2-3 .1). Alignment with the orchestra will consequently suffer. 
The sustained note connecting mm. 6-7 is more challenging , given the presence 
of the triplet figure (m. 7 .2). The synchronization of the orchestra and chorus is 
dependent upon the vertical alignment of the quarter-note pulse, especially on the third 
beat of m. 7. If the sopranos execute the triplet late and sluggishly, the effect of the 
hemiola (triplets against the orchestra's eighths) will be lost in the rhythmic clutter. 
Again, it appears Brahms understood the importance of subdivision. By placing a 
persistent eighth-note motive in the instruments throughout most of the movement , he has 
built in an inner pulse. 
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Example 2.6 Brahms, Ein deutsches Requiem, mvt. VII ("Selig sind die Toten"), mm. 1-7, 
soprano, first violin, and cello parts 
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II. Rhythmic Accentuation 
Shaw believed the proper execution of sustained melody requires, in addition to 
sensitivity to the smallest present subdivision, vitality of what he termed the "weak beat" 
(variously labeled "up-beat" or "anacrusis") . "The most sensitive moment of rhythmic 
execution," he philosophized, "is the treatment of the up-beat or of the up-beat groupings 
which initiate rhythmic or melodic movement." 178 For Shaw, discussions of this nature 
fell under the category he termed "accentuation." He once cited four means of musical 
accentuation, which are reproduced in Table 2.2. The first two, "metric" and "duration," 
are germane to his rhythmic phj}osophy . The musical example he provided in his letter 
illustrates both . Metrically, beats are generally ranked in order of importance. Anacrusis 
178 Shaw, letter to ASOC, March 8 1968. 
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typically refers to an anticipatory, weaker beat, which leads to a stronger one-crusis-
within a measure. 179 Excerpted from the fourth movement of the Requiem, "Wie lieblich 
sind deine Wohnungen" (How Lovely is Thy Dwelling Place), Shaw's example is clearly 
set in 3/4 meter.180 Within this context the downbeat is considered the strongest of the 
three-the crusis. The second beat is weakest. The third beat of each measure, while 
stronger than the second, is weaker than the first. Therefore, beat three serves as the 
anacrusis . 
Table 2.2 Shaw's means of musical accentuation 
Mean Notes 
For whatever combination of psychological and physiological reasons, man 
1. Metric groups repeated pulses into groups of two or three: Strong-weak, strong-weak; 
and strong-weak-weak, strong-weak-weak. 
Length of sound also implies more-stress or less-stress as, for example: 
2. Duration 
.J I j .J lj .J lj .J lj .J lj 
How love - ly is thy dwel - ling place, 0 Lord. 
3. Dynamic Degrees of loudness can reinforce metric or dynamic stress or, by a 
composer's instruction, contradict them. 
In general, probably for psychological or physiological reasons similar to 
4. Melodic those, which influence metric stress, 'high' pitches are more stress-ful than 
'low' pitches . 
Shaw's discussion of musical accentuation also included long and short durations, 
which generally occur on stronger beats: 
179 Mine Dogantan, "Upbeat," Grove Music Online . Oxford University Press, 
http://www .oxfordmusiconline .com .ezproxy .bu .edu/subscri her/article/ grove/music/28812, 
accessed January 17,2013. 
180 Shaw, letter to ASOC, October 10, 1996. It is not clear why Shaw chose to use the English 
translation in the musical example of Table 2.2. It was sent to the ASOC in the fall of 1996. Shaw 
led the Requiem with English translation in October 1995, and February 1996 (Appendix A). It is 
likely the English was still fresh in his mind. It is also possible he felt the English translation 
would better relay his point to the ASOC. 
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There is a provocative musical adjunct to this [weak/strong stress] . .. It is that 
while what we call first beats and long notes are considered to be "strong" notes, 
they are also beats of arrival and rest. ... Before each of these long beats is what 
we call in English an "up"-beat (technical term: anacrusis, from the Greek 
"back-to strike"). Obviously, this has overtones or misty images of "up-thrust," 
perhaps even "eruption." The last little part of the so-called "weak" -beat, then, is 
really the beat of thrust and explosion. 
In competitive diving it would be the strength with which the diver strikes 
(and depresses) the forward edge of the three-meter board to throw him high 
enough to give him time enough to complete his death-defying combination of 
somersaults and twists. 
In music it is the Accentuation of the up-beat which catapults us into the next 
instant of arrival, rest, and recuperation. Only by persistent and incisive 
Accentuation do the normally unaccented sounds ... emerge through musical 
textures. Maybe there are no weak-beats .18 1 
In defining the functions of anacrusis and crusis Shaw claimed to depart from 
traditional conceptions. He thought their roles had been improperly designated. Justifying 
his claim, he explained, "extended notes in melodies are frequently ports of arrival, and 
the smaller notes which precede them the route and the labour which makes arrival 
possible and predictable, and which justifies a degree of repose before proceeding on the 
new journey ... [Likewise,] the so-called down-beat (which we are used to calling the 
'strong-beat') is also a port of arrival, but one which derives its meaning from the energy 
and thrust of the up-beat."182 Consequently, Shaw posited that weak beats are more 
accurately characterized by "the expenditure of energy" while strong beats, downbeats, 
and/or sustained notes are, in some respects, points of repose. In his opinion, reversing 
their designations more adequately reflects their function. 183 
Although Shaw unequivocally subscribed to the traditional notion that strong 
beats are both preceded by weak beats , his conceptions of strong and weak notes 
181 Ibid. 
182 Shaw , Jetter to COC, November 14, 1957. 
183 Ibid. 
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potentially cloud the reader's understanding. If there are no weak beats, what constitutes 
anacrusis and crusis? Did he believe those beats, which are generally regarded as strong, 
should be weak? How exactly does sustained melody relate? Earlier discourse established 
Shaw's fundamental philosophy of rhythm. He believed lack of rhythmic vitality to be 
the cardinal sin of singers and choruses. It contributes to their unmusicality in his 
estimation. Additionally, he maintained that any violation of pulse destroys music's 
communicability. He related the propulsion of a consistent pulse and its concomitant 
rhythm to the heartbeat of music, its driving force. "Melody," he wrote, "is a vagabond, 
incorrigibly searching the world for a place 'really' to settle down. Even punctuation is 
not a period of retrospect, but of marshaling strength and scanning the horizon. The last 
note we sing is the one to which all others lead."184 
Therefore, Shaw's discussion of anacrusis and crusis may have been an attempt 
to counteract the apathetic execution of weak beats (the small notes), just as he did with 
rests and sustained notes. Evidently, he regularly found frustration with singers' 
nonchalance when singing small notes, which led to the following caricature: 
184 Ibid. 
I can think of a couple of emphases that haven't been emphatic enough up to 
now. The first is that little notes are just as important as big notes, that they have 
places, and that they should be put in their places. Sixteenths and eighths and 
quarters are not just things that come between bigger things. They are not 
"introducings" or preparations or pick-ups. I get a horrible picture from the way 
you sing of little, bitty eighth notes running like hell all over the place, to keep 
from being stepped on. Millions of 'em [them]! Meek, squeaky little things. No 
self-respect. Standing in corners, hiding behind doors, ducking into subway 
stations, peering out from under rugs. Refugees. 
Dammit, you're all a bunch of Whole-Note Nazis. And dots! Poor little dots! 
Oh-(I can't stand it!) I just thought of a double dot! 
Look, this is a democracy. Little people count. They're included in the 
census. Eighth-notes can vote. They carry ID cards. They belong. 
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Dialogue: 
Sixteenth note marches up to a bar, "Gimme a glass o' beer." 
COC , "I'm sorry, my little man , that's only for the whole notes." 
Moral: 
Give ' im [him] a drink. 185 
Shaw understood the weak beat to be the most exigent rhythmic element, essentially 
propelling the melody .186 He maintained that weak beats, regularly comprised of "small" 
notes , must be treated not as points of repose but rather as opportunities to gather the 
energy required to promptly arrive at and define strong beats .187 Similarly, although the 
strong beat or long/sustained note provides refuge, "it is," according to Shaw, "only 
temporary refuge . Within the instant in all great melody is restlessness , yearning , 
intensification, accent. No one can fail to sense this quest and remain an artist."188 The 
strong beat instantaneously departs from its respite and begins marshaling the vitality 
required to both maintain the inviolable pulse and move toward the next strong beat. 
In summary, Shaw believed that weak and strong beats are a series of 
preparations, each accountable to the inviolable pulse and incessantly searching for the 
final note of the movement. The weak beat is the most sensitive element of the rhythmic 
complex, which launches the melody forward. Consequently, it should not be conceived 
of as weak but rather as energetic and anticipatory. Conversely , the strong beat offers 
185 Shaw, letter to COC , March 10, 1964. 
186 
" It has the vitality . It keeps people moving . It gets things done. It lifts. It ' s the up-beat," Shaw , 
letter to ASOC, February 18, 1964. 
187 
"One quite naturally , though sometimes , tardily makes appropriate preparation during the up-
beat to produce sound on the down-beat. But very few of us are conscious , or aware early enough, 
that this storing of poised energy is equally necessary for up-beat groupings , for anacrusis 
beginnings . This ' preparation for preparatory utterance' would seem to be one of the most 
difficult things in rhythmic execution, and a matter in which singers are particularly prone to err." 
Shaw , letter to ASOC , March 8, 1968 . 
188 Shaw, letter to COC , February 19, 1964. 
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hiatus from the rhythmic quest-albeit fleeting-deriving its meaning from the preceding 
weak beat.189 
The thematic material in mm. 207-302 of the Requiem's second movement 
further illustrates Shaw's philosophy regarding weak and strong beats, especially in terms 
of small-note treatment (Ex. 2.7). The baritones/basses initially state the subject, which is 
primarily comprised of dotted-quarter and eighth notes. Brahms aligned the longer notes 
with the stronger beats and the smaller notes with the weak. Unquestionably, Brahms's 
rhythmic choices were also intricately related to the demands of the text. Regardless of 
text, the rhythmic pitfalls of this motive are immediately apparent. The combination of 
lethargic sustained notes and passive upbeats will likely result in a chorus chasing a 
rhythmically precise orchestra. 
While rehearsing the Centennial chorus in Carnegie Hall, Shaw observed that it is 
"terribly difficult" to get the eighth notes of the second and fourth beats to have "have 
instrumental clarity ." 190 He apparently believed the rhythmic integrity of the theme rests 
upon the virtue of its eighth notes. This is supported by the accents he placed over the 
189 Shaw did not attribute his conceptions of anacrusis and crusis to any particular source. His 
ideas are remarkably similar to research presented by James Thurmond in Note Grouping, (Camp 
Hill, PA: JMT Publications, 1982), which is an extension of his Master's thesis, "Note Grouping: 
A Means for Expression in Musical Execution," (Catholic University of America, 1952). No copy 
of Thurmond's thesis or book was unearthed in Shaw's belongings at Yale University. 
Additionally, Shaw made no mention of Thurmond in the documents consulted for this study. 
Thurmond's research draws on Donald N. Ferguson's book, A History of Musical Thought, 2nd 
ed . (New York: Appleton-Century-Crofts, Inc., 1948). Shaw's library includes the first edition of 
this book (1935), which, according to Yale, is "inscribed to Shaw by the author [Ferguson]," Box 
165, Folders 1894, MSS 86, Shaw Papers, Yale University. Since Shaw's letters of related 
notions were published in 1957, it is impossible that Thurmond's book (1982) was of influence. It 
is likely that Ferguson's research, which influenced both Shaw and Thurmond, is the common 
source of their similar notions of anacrusis and crus is. 
190 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.22:45. 
101 
weak-beat eighth notes, signaling the choristers to perform them energetically and 
decisively. 191 He added the marking, "ben misorato e marcato" (well measured and 
marked) in the choral score to ensure rhythmic precision. 
Shaw also placed tenuto marks over the quarter notes in m. 208. A tenuto mark's 
articulatory quality may seem at odds with his notions of energy and precision on weak 
beats. In light of his advisement while leading the Requiem at Boston University (the 
eighth note must have "weight," pp. 93-94) , Shaw was likely highlighting the importance 
or weight of those notes that constitute the anacrusis in m. 208, anchoring them to the 
movement's pulse. This ensures that all weak beats are not marginalized on their quest to 
the stronger beats. In other words, weak beats must possess enough vigor to propel the 
melody forward, but not so much that they rush ahead of the pulse. Rather, small notes 
should be sung with equal proportions of aspiration (propulsion) and importance 
(duration). 
191 All inserted accents appear in green within Shaw's full score, Band 17, and choral score, 1989. 
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Example 2.7 Brahms, Ein deutsches Requiem, mvt. II ("Denn alles Fleisch es ist wie Gras"), 
mm. 206-212, baritone/bass part 
B. 
AUegro non troppo ("ben misorato e marcato" - RS) 
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III. Shaw's Rhythmic Training Methods 
Shaw believed rhythm is a skill that must be refined through experience .192 
Assessing the rhythmic deficiencies of the COC, Shaw wrote, "The primary [rhythmic] 
problem is that of feeling . .. the 'sense' of rhythm is a mighty complex thing: physical, 
physiological, visceral, etceteractual [sic]; and our problem as a group is not that of visual 
identification-two quarter-notes equal one half-note-but that of getting people to 
experience two quarter-notes simultaneously, physically, physiologically, 
psychologically, viscerally, and etceteractually [sic] ."193 In particular, he believed chorus 
members could acquire sensitivity to a pulse's subdivisions, which aid a large ensemble 
in achieving rhythmic accuracy. He wrote, "The basic problem of rhythmic cohesion in 
large musical groups is not one engendered by the disparity of sight-reading abilities, but 
one traceable to the basic inabilities of most people to divide an appreciable moment of 
time by two or by three. The blessed assurance is that, unlike some prospects of salvation, 
this can be learned."194 
Shaw's solution to ameliorating poor rhythm in choral singing was drill and 
discipline, which achieve "a sense of the metric division of time ... relatively unharrassed 
by sight-reading insecurities, and relatively dependable in spite of temperamental 
192 
"We have to face the fact that while rhythm is a [psychological] and physical phenomenon that 
exists innately-this does not mean that each of us is a natural-born expert in its practice. That is 
just as silly as to suppose that since we all have the same basic physical equipment (toes, legs and 
arms in even numbers) we all can be one-day wonders at ballet." Shaw, letter to COC, March 22, 
1960. 
193 Shaw, letter to COC, October 25, 1961. 
194 Shaw, letter to COC, October 6, 1964. 
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bouyancy [sic]."195 Shaw suggested personal practice with a metronome as one way to 
acquire a consistent sense of pulse: 
Anyone [sic] of you can construct at no expense whatever the most convincing 
and animate of metronomic devices: a pendulum. At the end of a three- or four-
foot piece of thread or string tie a small reasonably heavy object: a nut, bolt, or 
fishing sinker. By lengthening or shortening the string and thereby the arc of the 
pendulum you can simulate a wide variety of tempi. And by taking the bottom of 
the arc as the "beat" or moment of pulse you can improvise all sorts of exercises 
of pulse-division. You can drill regularity. 
The fine thing about this pendulous do-it-yourself metronome is its natural 
and life-like swing. The watch-type, spring-swing pyramid, electric buzzer, or 
flash metronomes are not nearly so viable or persuasive. (Toscanini never used 
one of the mechanical gadgets, always carrying a pendulum device like a 
retractable tape measure, calibrated in metronomic speeds rather than inches). 196 
Two conclusions can be drawn from this anecdote. First, the "life-like swing" of the 
pendulum again reveals that he associated the pulse of music to the heartbeat, consistent 
and vital. He clearly viewed them as synonymous-integral to performance and life. 
Toscanini 's influence on Shaw's conception of pulse and its dominion over rhythm also 
reappears. 
Shaw also developed "count singing" as a method for rhythmic discipline.197 It is 
difficult to pinpoint precisely what precipitated its conception or when he incorporated 
count singing into his rehearsal techniques. While leading a discussion session at his 
Carnegie Hall Workshop on the Requiem in 1991, Shaw explained that prior to count 
195 Ibid. 
196 Ibid. 
197 Shaw ostensibly conceived of count singing on his own. Jones cites personal discussions with 
Nola Frink, one of Shaw's assistants in Atlanta, as support for this theory. Frink, according to 
Jones, claimed that count singing was borne of Shaw's desire to remedy rhythmic faults of the 
ASOC. Jones witnessed him refine it within rehearsals over several years. Jones, interview with 
author. Count singing is similar to other educational methods of rhythmic training (e.g. Kodaly's 
rhythm syllables, "ta" and "ti"). It is possible that Shaw modeled his count-singing technique on 
another established method. To date, none of the related research explicitly identifies its origin. 
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singing he used non sense syllables when reading music, stating, "I don't know why ."198 
Shaw proceeded to claim he had employed count singing "only in the last ten years," 199 
which dates the method's inception circa 1981. 
Shaw first mentioned counting in connection with singing via a letter to the 
ASOC dated September 13, 1978. Amongst his musings were premises of choral 
rehearsals. The second premise ambiguously outlined tools necessary for efficiently 
reading music. He wrote, "Use devices which make it impossible not to hear, recognize-
and correct-errors of pitch, rhythm and text. (Like counting/singing or nonsense 
syllables.)"200 In this context alone, it is unclear whether Shaw had already coalesced 
counting and singing into one technique. Although the slash separating "counting" and 
"singing" suggests that they were still separate devices, it may alternatively indicate they 
had begun to meld- in theory, if not practice. The presence of "nonsense syllables" 
confirms counting and singing, in whatever manifestation, had not yet become Shaw's 
primary apparatus for effectively reading music within the choral rehearsal. 
In light of a document written in Shaw's hand, simply dated 1979,201 it is plausible 
that count singing was part of Shaw's rehearsals the previous year. "Counting singing" 
appears in this context void of the slash, which divided the two words in the letter of 
September 1978. Additionally, this note from 19791acks mention of nonsense syllables 
as a reading device. Instead, Shaw lists "very quiet singing," "counting singing," and 
198 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.l:46:44. 
199 Ibid. 
200 Shaw, letter to ASOC, September 13, 1978. 
201 Shaw, handwritten notes, 1979 (Jones's personal library). They were likely composed, given 
the dating of similar notes, some time in August or September 1979. 
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"singing down an octave and/or in falsetto" as techniques for reading music in a choral 
rehearsal ?02 
Count singing unequivocally emerged in Shaw's technical arsenal via a letter 
dated September 20, 1979: 
Nothing could be simpler than "count-singing." It is the single most effective 
rehearsal technique for the introduction and quick mastery of new or unfamiliar 
choral materials. It is, of course, the practice of singing each vocal line not upon 
the text apportioned to it , but upon the appropriate beat-numbers, together with 
divisions of pulse on the syllables "and" or "and-uh." Thus: 
II j 
'One and two - and three and - uh one' 
203 
The musical example he provided illustrates the early stages of count singing . Ultimately, 
he urged his choristers to replace "three" with "ti" in order to ameliorate the rhythmic 
obstacles created by the [h] and [r] consonants. Shaw listed seven rationales behind count 
singing within the same letter, which suggests he had incorporated the technique into his 
rehearsals (Table 2.3). 
Table 2.3 Shaw 's seven rationales behind count singing204 
202 Ibid. 
1. There is absolutely no doubt as to the instant-the beat or its fraction-on 
which sound is supposed to begin. 
2. There can be absolute certainty as to the instant upon which sound is 
supposed to stop-upon which silence (rest value) is supposed to begin. 
3. Because each pitch is articulated for as many pulse divisions as its duration 
specifies (a whole note will have usually eight, l/8lh phonations) the pitch 
itself is defined 8 times per measure-which is the world's greatest aid to 
intonation. 
203 Shaw, letter to ASOC, September 20, 1979. 
204 Ibid. , Quoted directly from the Shaw's letter. 
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4. Since, in two-, four- or more- part writing pitches may be of varying length 
in the different voices, count-singing on the pulse divisions aligns all 
counterpoint in meticulous detail, and allows harmonic changes to be precise 
and apparent to all. 
5. Since problems of crescendo and diminuendo are problems of amount and 
timing (of 'how much' or 'how little,' ' how rapidly' or 'where ' ) the sung 
1/81h or 1/l61h-note pulse offers the only convenient time-scale by which to 
measure increase or decrease of sonority. 
6. The alternations of English vowels ' uh, ee, oo, oh-uh' (as in 'one, two, three, 
four ' ) give a range of vowel sounds wide enough to avoid tiring the voice 
(unless done to psychotic excess) and wide enough , more importantly, to 
stimulate a continuity of tonal core (vocal color, vocal line) through changing 
pitches and vocal ranges . 
7. When merged gradually with text qualities and word disciplines- it finally 
teaches people to sing together the text from which the composer drew his 
inspiration. 
Shaw closed the letter by stating that one of the reasons the ASOC was "not using it 
[count singing] well," was its "relative unfamiliarity to one third" of the 1979 ASOC 
roster.205 Therefore, in his estimation, two-thirds of the returning ASOC members were 
already familiar with count singing by this time. The details contained within the letters 
of September 13, 1978, and September 20 , 1979, as well as the handwritten note of 1979, 
make it clear that Shaw developed and incorporated count singing into his rehearsal 
techniques in the late 1970s-likely the fall of 1978. 
Several sources discuss Shaw's count singing technique.206 Therefore, the 
following discourse provides details relevant to Shaw's preparation of the Requiem. 
Table 2.4lists general count-singing guidelines, which I compiled from Shaw's letters 
205 Ibid. 
206 Most recently , Pamela Elrod offered a session at the National American Choral Director's 
Association (ACDA) Conference (Dallas , TX, 2013), which included some of Shaw 's count 
singing techniques . Green's dissertation also presents a detailed discussion of counting singing, as 
it relates to Bach's B Minor Mass . Numerous other articles and books (Bibliography) contain 
details related to his technique. 
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and rehearsal notes, recordings of his rehearsals, and personal experience while studying 
under Jones. 
Table 2.4 Compiled guidelines to Shaw's count-singing technique207 
1. The numbers (and associated syllables) chosen for count singing should 
contain the smallest note value present within the chosen passage (i.e. if the 
passage contains sixteenth notes- even just one or two- then the counting 
should be [ w An-i-rend-A-tu-i-rend-A] . 
a. Note that the intent is to support effective reading, while fostering the 
acquisition of melodic and harmonic relationships (intonation), as well as 
overall structure of a particular section or movement (dynamics, 
phrasing). 
b. Consequently, the numbers and associated syllables chosen-as they 
often were with Shaw-may need to be adjusted to enhance or highlight 
a particular element of the piece's rhythm and style (see the following 
music examples for approaches specific to the Requiem). 
2. Rest values should be observed with silence. Phonation (counting) should 
only occur on pitched elements. 
a. Choruses skilled in count singing may add an additional element of 
precision by placing final consonants on the appropriate rest. 
b. For example, the [t] of "sind" could be phonated on the second beat of 
measure 17 (Ill. 2.2). 
3. Replace "three" with [ti] to avoid the rhythmic obstacles presented by [h] and 
[r], as well as promote a timely phonation of the vowel, [i]. 
4. Count singing should be used consistently and until the ensemble has 
mastered the musical passage at hand. Adding text, dynamics, or other 
sophisticated elements too early will likely derail progress. 208 
207 This compilation uses the author's verbiage, corroborated by Jones. Other, specific sources are 
cited. 
208 Early in his Carnegie Hall workshop on the Requiem, Shaw stated, "You'd be surprised how 
you can un-discipline a choir by beginning that with text the first time. You'll never get it right. If 
you'll wait-our performance is Sunday at 3:00-if we [wait] 'til about Monday afternoon before 
we put words with it, it'll be wonderful! ... The reason we stay away from textual, either 
stimulation or technical mastery, for so long is because it's so difficult to combine with singing 
unless one knows very particularly what one has to do as to intonation and dynamics first ... , and 
the rhythm." Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German 
Requiem, c.25: 16. 
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5 . Count singing (and any approach to reading, according to Shaw) should be 
executed at a dynamic no louder than piano. If a passage is particularly high, 
women should sing down the octave and men should employ falsetto?09 The 
goal is to read in a vocally healthy manner, but quietly enough to hear 
structural elements-how one's part aligns with all of the others: "Sing your 
own part so quietly that you can hear at least one-to-two other parts."210 
6. When count singing, Shaw encouraged a very specific, stylized articulation 
of the numbers-poco staccato. This is, as indicated by the qualifier, "poco" 
(little) not as detached as a true staccato but less legato (or weighty) than 
tenuto-or even a non espressivo articulation. The recordings of Shaw 
rehearsing demonstrate this articulation. 
7. Count singing can, at first, be rather difficult for an ensemble to grasp-
especially one comprised of amateur musicians. Incorporating count singing 
slowly, through a combination of non-sense syllables or with rhythmically 
easy selections, is suggested. Alternating portions of the choir between non-
sense syllables and the numbers (112 sings numbers while the other 112 sings 
syllables) may also assist in familiarizing the ensemble with this technique? 11 
The following illustrations exhibit the count-singing strategies Shaw likely 
employed when preparing the Requiem. For clarity, Arabic numerals were used, as 
opposed to spelling out numbers within each measure. Likewise,"&" denotes "and ." The 
exception is "ti ," the syllable Shaw used for "3 ." Phonetically, it is spelled [ti]. I omitted 
the brackets that customarily enclose IPA symbols to avoid cluttering the music. The 
209 Shaw believed count singing, done properly, avoided unnecessary vocal fatigue. During the 
Carnegie Hall workshop he asserted, "One can just simply ruin voices in a hurry by trying to do 
all of these things [text, phrasing, dynamics, rhythm, intonation] at one time. The voice is so 
dependent upon sort of psychological stimulation, since it can't be touched and manipulated, that 
if one .. . isn't ready to reach for this note on this particular syllable-simply by the fact that he 
doesn't know quite where the note's going to be-then he's liable to strip all of his vocal gears at 
once and have nothing left for the performance or the end of rehearsal. We try to do it [count 
sing] ... constantly with very light or head voice until we feel that we sort of know the piece very 
securely-in terms of its intonation and in terms of its rhythmic articulations and such-then we 
add the dynamics, which call for more vocal effort and more vocal strength." Ibid., c.26:15. 
210 Ibid. c.54:17. 
211 Upon meeting the Carnegie Hall Centennial Chorus for the first time, Shaw included count 
singing exercises in the initial warm-up, which easily acquainted the novice with this concept. 
Ibid., c.15:31. 
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same rationale justified "g," which iterates portions of sixteenth notes and triplets , in lieu 
of ['J] . 
Although Illustration 2.2 only includes mm. 15-17, count singing with the eighth-
note subdivision may be employed throughout the entire first movement. 
Illustration 2.2 Count-singing strategy, Brahms , Ein deutsches Requiem, mvt. I ("Selig sind, 
die da Leid tragen" ), mm. 15-17, choral parts 
s. 
A. 
T. 
B. 
15 
~r. p 
' 
~ 
Se 
f) p 
(j p 
--Se 
f) p 
r. p 
f) p 
~ 
p 
Se 
p 
Jig sind , 
........ 
&2&ti&4& & 2 & ti & 4 & 1 & t 
. 
Jig sind, 
• • 
&2&ti& 4 & &t 
............................................................... u ......................................................................................... . ......... _ .. ................. .. ... :·:1 · 
Jig sind, 
......... 
& 2 & ti & 4 & 1 & 2 & ti & 4 & 1 & 
Jig sind, 
& 2 & ti & 4 & 1 & 2 & ti & 4 & 1 & t 
As in the first, count singing with the eighth-note subdivision may be employed 
throughout the entire second movement (Ill. 2.3) . This method is especially useful in 
navigating musical seams. For instance, it guides the singer through the change of pulse 
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of pulse in the B section (mm. 75-126), transition (mm. 199-206), part II (mm. 207-
302), and the coda (mm. 303-307). 
Illustration 2.3 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. II ("Denn alles 
Fleisch es ist wie Gras") , mm. 22-26, alto, tenor , and baritone/bass parts 
22 ~ ~,., p 
u -,; 
-o- ... ~ ... -o- ~ ... G~ -,; Denn al les Fleisch es ist wie und A . 
tJ L p 
u 
-,1 -,1 -,1 -,1 -,1 -,1 .... .... • • • •[)# .... -,1 -,1 -,1 -.Jq• .... ~ ~ ~ ~ -.1 -.1 
ti& 1&2&ti& 1&2&ti& 1&2&ti& 1&2&ti& 
fl p 
~ I I I Denn a! les Fleisch es lSI wie Oms und 
T. 
fl 
p 
~ """""' - - - ~ ti & 1 & 2 & ti & &2&ti& 1 & 2 & ti & 1 & 2 &ti& 
p 
1~·-····17- ··+ -···r ··-·· +-····· 
~ 
Denn a! les Fleisch es ist wie Oms und 
B. p 
...... ...... ...... 
.... 
. .. .. .. 
ti & 1 &2&ti& 1 &2&ti& 1 & 2 & ti & 1 & 2 & ti & 
Passage from the transition ( Un poco sostenuto) to the second part of the 
movement (Allegro non troppo) atm . 206 can be difficult, depending upon the tempi 
chosen . Shaw's scores all evidence that he chose a proportional relationship of 1:2, 
meaning the Allegro non troppo was twice as fast as the tempo of Un poco sostenuto .212 
In other words, the eighth note of mm. 198-205 is equal to the quarter note of mm. 206--
212 See Appendix D for Shaw's tempi markings in the Requiem. 
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302 [}= J ]. The inherent subdivision present in count singing affords the chorus relative 
ease in navigating this section (Ill. 2.4). 
Illustration 2.4 Count-singing strategy, Brahms, Ein deutsches Requiem , mvt. II ("Denn alles 
Fleisch es ist wie Gras" ), mm. 198-207, baritone/bass part 
Un poco sostenuto 
198 [!!] !..-... 
bcr des Hcrrn Wort blei - bet , blei - bet in E wig -
ti& 1&2& & 1&2& 1 & 2 & 1&2&ti& 1&2&ti& 
204 ) = ~ Allegro non 7oppo 
keit, in E wig keit. Die Er - lo se- ten des 
B. }=~ 
1 & 2 & ti & 1 & 2 & ti & 1 & ti & 4 & 1 & 2 & ti & 4 & 
The conductor may choose, more pedantically , to have the chorus sing mm. 198-205 at 
the sixteenth-note level , which reflects the proportional relationship between mm. 198-
205 and 206-307. The chorus may find it easier to comprehend the relationship of the 
sixteenth-to-eighth-note proportion, as opposed to the speed of the eighth note suddenly 
doubling in m. 206 while the numbers (as in Ill. 2.4) do not change . Additionally , the 
sixteenth-note subdivision of the transition section will automatically set the tempo Shaw 
chose for the Allegro non troppo atm. 206 (Ill. 2.5). 
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Illustration 2.5 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. II ("Denn alles 
Fleisch es ist wie Gras"), mm. 198-207, baritone/bass part 
198 
202 
205 
Un poco sostenuto 
[!!] f-----. 
A 
p 
ber des Herrn Wort blei bet. 
tii&;:, li&;:,2i&;:, &;:, li&;:,2i&;:, li&;:,2i&;:, 
blei bet in E wig keit . in 
&;:,2 &;:,ti &;:, li&;:,2i&;:~ti &;:, 1 &;:,2 &;:,ti &;:, 
E wig keit. Die Er lti se - ten des 
li&;:,2i&;:,tii&;:, 1 & ti & 4 & 1 & 2 & ti & 4 & 
The opening of the third movement is best served by count singing at the eighth-
note subdivision (Ill. 2.6) . Note, however, this does not account for the movement's 
primary motive, which is distinctly comprised, in part, of sixteenth notes. It can be 
cumbersome to count sing at the sixteenth-note subdivision in alia breve, even with a 
tempo marking of Andante moderato.213 Instilling the precision of the motive's sixteenth 
notes may ensure the dotted quarter note tied to the sixteenths is not over dotted. Simply 
213 According to his scores, Shaw aimed for a metronome marking of J = c.60, which would 
require the sixteenth note to move at a metronome marking of c.480. 
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incorporate the sixteenth-note subdivision within the measures the motive appears (Ill. 
2.7). 
Illustration 2.6 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. III ("Herr, 
lehre doch mich"), mm. 17-20, choral parts 
s. 
A. 
T. 
B. 
17 ~ ~fl 
-.J -
fl 
_, .......... .,. .. ,_,,,_,_,,,, .... _ ~ .. .. . _,,, 
t) 
fl 
·:k _:::· 
~ 
fl 
tJ 
P , 
Herr, 
p 
1 & 2 & 
p 
....... , .. ,_ .. ,.. ......................... --·-.. -·-· 
Herr, 
p 
& 2 & 
p 
............. --~·-
----.. -· 
Herr, leh re doch mich, 
p 
1 & 2 & & 2 & ti & 4 & & 2 & p 
.......... r .. - .................... ···---···-··-·-
·-···· 
_"?) 
Herr, lch 
p 
~!!! & 2 & 
,_,,,+-•-•oo ·-.. ·-t--,.,._ .. ,_ 
Herr, leh 
-
re 
• • 
ti 
I 
re 
& 
-
doch 
• 
4 
I 
doch 
• 
& 
................ 
&2& &2&ti&4& 
~ 
mich, 
-
1 
::±=+""" 
mich , 
.............................................................. 1""':"·1-.. -- --t" ............................. _ .. ·-·-+ · 
Herr, leh re doch mich, 
1 & 2 & &2&ti&4& 
- - -
& 2 & 
& 2 & 
& 2 & 
Illustration 2.7 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. III ("Herr, 
lehre doch mich"), mm. 48-50, soprano part 
48 
~ fl p 
........... ,_, 
. . . .. ---.-#-· --
-·-+ 
&2&ti&4& 
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The change to 3/2 in m. 105 requires a shift to triple-meter count singing with the 
quarter-note subdivision. Again, the smaller eighth notes , beginning in m. 144, can be 
included in the count singing within the measure they appear (Ill. 2.8). Amateur 
musicians may have difficulty comprehending why the number- generally applied to 
quarters and eights (e.g . 4/4 meter)-are being applied to half and quarter notes (i.e. 3/2 
meter). 
Illustration 2.8 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. III ("Herr, 
lehre doch mich"), mm. 144---146, choral parts 
s. 
A. 
T. 
B. 
144 [!] 
~fl p 
-.! 
Nun Herr, 
p 
fl r---1 r---1 
2 & ti & 
fl 
nun Herr, wes soli ich mich tro 
• 
&2&ti&a 
p 
sten, 
& 2 & 
mich 
I 
& 
-L-·····H ---- ......... .. ...................................................... 0···--··----· "'""""""""'" """~'"" ............................... 'T'""".. ..... --·+l--· _,., ...... .. 
I 
t) 
fl 
·\.<;]---------~-
"' 
ll 
~ 
p 
....................... ~ .. .................. ~ ............... ... . ........ ............. -
p 
Nun Herr, 
2 & ti & 
!! ... I. 
Nun Herr, 
=.t ~:-- - ; 
nun Herr, wes soli ich mich 
lJ. q-.t ., I 
2 & ti & & 2 & 3 & a 
·+ .................. ................................ .. 
nun Herr, 
2 & ti & 
f -~----- ···1>--·2· ··-~- ........... ,; ........ *"'. . ............... .... ........................ L ........ ~ ....... j.............. ..... .. ......... . .. ............ ... ~ .......... .. ........................ + - .................................................................................... C::1 
Nun Herr, wes soil ich mich tr() sten, mich 
p 
&2&ti&a & 2 & & & 2 & 
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The section of movement three, which Shaw referred to as "choral cadenza" (mm. 
164-172), may be continued as previously illustrated, accommodating the triplets with a 
hybrid of eighth- and triplet syllables (Illustration 2.9). Although this section is in 3/2 
meter, all of Shaw's scores indicate that he took it in six. For count singing purposes, 
however, it may be simpler to count at the half-note level ("1-&-2-&-ti-&"). 
Illustration 2.9 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. III ("Herr, 
lehre doch mich"), mm. 164-175, tenor part 
164 cresc. molto -
fe auf dich~- ich 
T. 
& 1 & 2 & ti & 1 & 2 & ti & 1 & 2 ti & 
168 
fe_ auf dich,___ ____ icb___ hof fe,.__ ich hof fe __ 
T. 
3 3 3 lr---
2&:lti&:l 1 &2&:lti& &2&ti&:l 1&2&ti& 
172 f 
dich . Der Ge - rech ten See - len 
ti & 1 & ti & 4 & 1 & 2 & ti & 4 & 
174 :::=:::---.... 
·-· -··- ------. 
T. 
in_ Got tesHand und kei 
- ne Qual rUh ret sie an, kei ne 
1&2&ti&4&1&2&ti&4& 1&2&ti&4&1&2&ti&4& 
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Although the fugue (mm. 173-208) is in alta breve , there are four half notes to the 
measure , 4/2 (as opposed to 2/2). Shaw evidently chose to keep the half-note pulse 
approximately the same in both sections ?14 The written note values , however, are halved 
atm. 173 , which means that the quarter-note subdivision of mm. 164-207 is equal to an 
eighth-note subdivision in mm. 173-208. Although 4/2 meter consists of eight quarter 
notes, the conductor may choose to count two sets of four in each measure . 
Movements four and five are best served by count singing with the eighth-note 
subdivision throughout (Ill. 2.10 and 2.11) . 
2 14 See Appendix D, which outlines Shaw 's tempi. 
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Illustration 2.10 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. IV ("Wie 
lieblich sind deine Wohnungen"), mm. 4-8, choral parts 
-F,;..---9 - h ·····Y ··· · ············~············· ·· ....................................... ...................... ....................... ····· ..... - ······················- ·-+ ······ ..... ··+··········-······ 
tJ 
fl 
Wie p Jieb lich ~ 
sind dei - ne Woh nun gen, Herr s. 
....... -
ti& 1&2&ti& 1&2&ti& &2&ti& 1&2&ti& 
p 
---- - - ;d· -::· ~··-------~--~ .......... .. 
A. 
Wie Jieb lich sind dei - ne Woh nun - gen, Herr 
p 
... 
ti & 1 & 2 & ti & I & 2 &ti& I & 2 &ti& I & 2 & ti & 
fl p ...---....._ 
I' I I I Wie lieb lich sind dei - ne Woh nun - gen, Herr T. 
~ I p 
~ ..... - ....... - ..... ..... ti& 1 & 2 & ti & 1 & 2 & ti & 1 & 2 &ti& 1 & 2 & ti & 
-C"'.,- ........... .,._. _ _!!_ ___ ...... ,...-=-•-... -.. ---.. -.,.__ ..... ... ______ -.. -.... -..... -.... 1-j----- -r-~- ~ ....~ ..... ~ .....= ........ = .... = ......= .....= .. ==-=-.-= ...... = .. ====-.=--==--
................ ox ........... - .......... +----· ................. i ..... .. ............ t ............................... .......... . r--- + - . 
B. Wie lieb p 
lich dei ne nun • 
...... 
' -ti& 1&2&ti& 1&2&ti& 1&2&ti& 1&2&ti& 
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Illustration 2.11 Count-singing strategy , Brahms, Ein deutsches Requiem, mvt. V ("Ihr habt 
nun Traurigkeit"), mm. 18.4-23, choral parts 
19 
,I" " p 
----
~ 
lch will ......................... euch ... _ trl! sten , wie s. 
f}ji, p ,............ 
-= 
t) 
-
..........., r 
4 & & 2 & ti & 4 & & 2 & ti & & 
" " 
p 
·· l·······.f'···,..········ ····--·····,...--...,-··-··-· ..... ········-···--········-······ ·····················-·-- ··-· 
-····-- -+·····-·· -······ 
~ 
- *..._---
..._---
- II* ___..... 
A. Ich will 
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Illustration 2.11 (continued) 
s. 
A. 
T. 
B. 
PP 
· ··~· ·········· ···· ···-- ---· ···· t ···· ······················ ········· I 1 ························ ""=-~ ···················· · ········ · ·· -~ -
ei - nen sei - ne Mut ter tr6 stet. 
-
--.., 
& 2 & ti & 4 & & 2 & ti & 4 & 1 & 2 & 
1\ .. 
,.,. ...................... ;+······· .. ' ...... ' .......................... , ............. ....... . . ........................ ..J-.. . 
~ ..__.... ... ______. ~ 
ei - nen sci - ne Mut - ter trO stet, 
• • • • 
1&2&ti&4& 1 & 2 & ti & 4 & 
fl .. 
--
1-\.(\)···· "t·: ........ H ........ +J· ·H ······ 
~ ei-nen sei- ne Mut - ter Stet, 
~ --.., --.., 1 & 2 & ti & 4 & 1 & ti & 4 & 1 & 2 & 
....----..... 
I T 
ei 
-
nen . sej . ne Mut - ter tril stet, 
........... t..-...1 
1 & 2 & ti & 4 & 1 & 2 & ti & 4 & 1 & 2 & 
wie 
4 & 
pp 
""""-j-· 
!!* 
wie 
~· * 4 & 
pp 
... ~ .... ······ ~--
wie 
-
4 & 
PP 
wie 
4 & 
In analytical notes, Shaw labeled movement five as "aria with choral 
accompaniment and responses."215 As such, a fair amount of rubato is appropriate. All of 
Shaw's scores contain markings such as "trattenuto," "take time," and various tenuto and 
ritard markings throughout the movement. These, in addition to the ASOC Telarc 
recording of 1984 (wherein Shaw indeed employed rubato), make it clear he desired the 
characteristic ebb and flow of the Romantic-era aria. Count singing can be particularly 
215 Shaw, handwritten notes, "Brahms-Requiem: Analysis," Box 270, Folder 957, MSS 86, 
Shaw Papers, Yale University. 
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useful in assisting the chorus with tempo changes.lf the conductor executes the slowing 
or acceleration of tempo proportionately, the subdivision will aid the chorus in speeding 
or decelerating the pulse precisely. This can make rubato more manageable when 
coordinating it between several constituents (i.e. the large chorus, orchestra, and soloist) . 
Illustration 2.12 exhibits a portion of movement five that can be challenging to 
unify (mm. 70-72). In the 1984 recording, Auger slows as she contemplates the repeat of 
"von euch nehman" (take [rejoicing] from you). The chorus concurrently reiterates the 
soloist's previous text, "wie einen seine Mutter trostet, ich will euch trosten" (as one his 
own mother comforts, I will comfort you). Accurately slowing and recovering the tempo 
between all three performing entities-the soloist, chorus, and orchestra-can be difficult 
to coordinate in this context unless they are all guided by a governing subdivision. 
In fact, Illustration 2.12 contains all of the previously outlined rhythmic 
challenges, compounded by a changing pulse. First, the sopranos, altos, and tenors sing 
sustained notes in m. 71. The sopranos and altos in particular execute half notes while the 
soloist sings the eighth notes of beats three and four in ritard. If the women of the chorus 
are not subdividing as the tempo changes , they will likely reach m. 72 before the soloist. 
Second, the tenors and baritones/basses are assigned a rest on beat four of m. 71 . If the 
men of the chorus are not subdividing over the course of the ritard, they will likely 
release the quarter note of beat three improperly, encroach upon the subsequent eighth-
note rest, and probably enter before (since the soprano is slowing) the soloist has arrived 
at the second half of the fourth beat. Count singing will guide the chorus in maintaining 
the subdivision, thus slowing proportionately and precisely with their fellow performers. 
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Illustration 2.12 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. V ("Ihr habt 
nun Traurigkeit"), mm. 70-72, solo and choral parts 
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The sixth movement may be count sung in the same manner as the third: eighth-
and sixteenth-note subdivision throughout, including the fugue (mm. 208-349), marked 
alla breve (4/2). The triplets of the second section (mm. 82-207) can be accommodated 
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within the measure they appear with a hybrid of eighth- and sixteenth-note syllables (as 
in Ill. 2.9, mm. 168-170). 
Movement six is the longest movement, and it requires periods of intense color 
and dynamics (e.g. Section II, mm. 82-207). It also contains the highest tessitura-often 
requiring the sustaining of notes above the staff for two or more measures in length. 
Shaw regularly reinforced the importance of reading at a dynamic level of piano or 
softer. This technique, in his estimation, served a number of objectives (Appendix E), not 
the least of which was saving "vocal gold." In addition to quieter dynamics, Shaw 
encouraged sopranos and tenors to count sing high passages down the octave or in 
falsetto (tenors), which reduces vocal fatigue (Ill. 2.13). 
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Illustration 2.13 Quiet-singing strategy, Brahms, Ein deutsches Requiem, mvt. VI ("Denn wir 
haben hie keine bleibende Statt"), mm. 184-186, choral parts 
~~ b~-------------------
cFT--__ ~-JI ..-.. ... .,.-b.IL.-, ..... -. ... <1.-'······~+-· ___ :..... __ ___ -____ ------.................... ::: ...... ::::r::t.:. · ····-~·········--
u .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. • 
1 & 2 & ti & 1 & 2 & ti & 1 & 2 & ti & 
(ff) 
fi ..:-;- ------c 
---------~-- +--- ---·---' 
le, 
-v ~-- - "·-------
Htil 
T. p (or in falsetto Bva upward) 
"J I 
.. • 
1 & 2 & ti & & 2 & ti & & 2 & ti & 
a:- ----p_:- .(2_ .fl.-
.. -+ 
------i 
Hill 
p 
!e, B. 
............ 
& 2 & ti & & 2 &ti & & 2 & ti & 
Count singing portions of the final movement down the octave may also be 
beneficial. For instance, the sopranos' iteration of the opening motive is high and 
sustained. Nuancing it at the conclusion of a long, demanding work can be difficult. It 
also lies around what is generally accepted as the upper passaggio (or transition point) for 
the average soprano, which may make it difficult to sing in tune?16 Shaw believed count 
singing also fosters accurate intonation . Illustration 2.14 illuminates his reasoning. Count 
216 James McKinney, The Diagnosis and Correction of Vocal Faults, rev. ed., (Nashville, TN: 
Genevox Music Group, 1994), 113. 
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singing the F with the eighth-note subdivision requires the sopranos to reiterate the pitch 
nine additional times, which Shaw often joked is a total of ten times to "get it right." 
Count singing at the quarter- and eighth-note subdivision adequately serves the entire 
movement. 
Illustration 2.14 Count-singing strategy, Brahms, Ein deutsches Requiem, mvt. VII ("Selig 
sind die Toten"), mm. 2-7, soprano part 
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Practically speaking, count singing affords the constant renewal of pitch. 
Therefore, the temptation to deviate in either direction from the written note is 
significantly reduced . During his Carnegie Hall Workshop, Shaw clarified: "Then that 
means that people aren't sliding up to the pitch- because they have to begin on 'one' -or 
aren't sliding off the pitch- because then they have to sing 'eight-and' on that pitch 
before they can go on to the next one; and this forces such a discipline of particularity 
that it immediately clarifies the choral fabric."217 
217 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.24:20. 
126 
CHAPTER THREE 
TONE: MINING VOCAL GOLD 
I believe that intervals have quality; that good intonation is the result of sensitivity to 
truth and untruth in tonality .218 
I believe that the relations of a note to its octave is the relation of one-ness to two-ness 
(vibrations per second) and that at the same time the fact of their recognizable unity is a 
qualitative symbol knowledgeable only to men's spirits? 19 
Intonation 
"Of all the possible disfigurements of beauty in music," Shaw lamented, "the 
most disturbing may be faulty intonation."220 Intonation, he claimed, is "the sine qua non 
[without which nothing] of choral singing. It is absolutely essential that we understand 
that we of the present generations live constantly in a world of execrable and intolerable 
musical pitch."221 Shaw regularly bemoaned contemporary society's approach to pitch, 
citing it as "a violation of truth," and "counter to an inherent, intuitive conscience of 
hearing."222 No better, he argued, is the fascination with bombast, an obsession that often 
focuses not only on volume but also sonority and color-all to the detriment of pitch.223 
Shaw also implicated solo singing in the affliction of intonation. He wrote, "It is 
fair to say, I think, that in general the teaching of solo voice does not put primary-or 
218 Ibid. 
219 Shaw, letter to ASOC, October 18, 1967 [reprinted from letter to CC, November 19, 1946]. 
220 Shaw, letter to COC, February 12, 1957. 
221 
"For instance," he criticized, "this is the open season on the National Anthem; and we can hear 
it crooned, hollered, rolled and rocked, stamped on and beaten to death, with scarcely one of its 
hundred consecutive pitches in proper relation to a major scale." Shaw, letter to ASOC, 
September 20, 1984. 
222 Shaw, letter to COC, February 12, 1957. 
223 
"The communicative premise of most of today's commercial music is essentially loudness. 
(Witness the tractor-trailer loads of amplifiers and speakers without which the present musical 
groups would be unable to perform.)" Shaw, letter to ASOC, September 20 , 1984. 
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even secondary-emphasis upon intonation."224 His concern was due in large part to the 
focus of the education and demands of solo performance. "Very little," he lamented, 
"vocal training or experience really prepares one to sing rhythmically. In the training of 
the would-be professional solo voice attention is centered upon quality (quite 
necessarily), but largely to the exclusion of how a voice is to be used rhythmically ."225 He 
also noted, "The most 'successful' solo voices frequently [sing] above an orchestra. [This 
is] roughly analogous to weight-lifting or an Olympic event[, which] typically leads to: 
excessive vibrato, scooping, dynamic inflexibility, [and] lack of pitch self-criticism."226 
Intonation, he lamented, therefore suffers, and the music's value depreciates. 
He also supported his concerns about soloists' intonation by citing the prevailing 
architecture of vocal solo music. Rarely, he observed, does a professional vocal soloist 
sing a cappella. Rather, a keyboard or orchestral instruments provide tonality and 
harmony, which support the soloist's melody and intonation.227 Contrarily, the chorus 
must achieve and balance inherent harmonic relationships, regardless of the presence of 
instrumental support. As its own entity, Shaw explained, the chorus "has to be as 
conscious of intonation as a first-rate orchestra-which is careful indeed. So intonation is 
properly the first concern of grouping-singing."228 In his estimation, intonation is more 
challenging for the large choral ensemble. He wrote, "Living in a world wherein music 
intonation ranges from the excremental only as far as a tolerable compromise ... it is a 
224 Shaw, letter to ASOC, October 2, 1991. 
225 Shaw, letter to COC, March 22, 1960. 
226 Shaw, handwritten questionnaire responses, (n.d.), Box 271, Folder 974, MSS 86, Shaw 
Papers, Yale University. 
227 Ibid. 
228 Shaw, letter to ASOC, October 2, 1991. 
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monumental accomplishment for two-hundred voices to sing one note in tune-let alone 
eighty minutes of four- to seven-part harmony ."229 
Shaw chiefly attributed poor intonation to lack of ensemble training and 
discipline.230 To the COC, he wrote, "It is surprising how much vocal improvement can 
be made simply by quickening the imagination to a more beautiful sound and 
strengthening the will and the ears to hew it."231 He refined choral tone with warm-up 
exercises. While rehearsing the Requiem in Carnegie Hall, he claimed, "I'm very sure 
that the unison sort of sound that we now begin to get out of the sections comes directly 
from the warm up and not simply from the rehearsal techniques of count singing. Right 
from the beginning of rehearsal you establish a sort of unanimity of sound that is very 
difficult to escape if you have somebody as nasty as I am trying to hold you to it."232 
Shaw's warm up exercises intentionally avoided vocal pedagogy. He pondered, "I 
suppose like other people, I used to do 'mee-ah' ... and another 'mee-ah' ... another half 
step. I found that this was not nearly as important as educating the mind to what a unison 
sound sounds like."233 In fact, he explicitly excluded what he called "vocal tyranny," 
229 Shaw, letter to ASOC, September 20, 1984. 
230 
"In most instances intonation is a mental factor ... let us grant the influence of: 1) atmospheric 
conditions; 2) physical fatigue; 3) improper vocal production; [and] 4) improper enunciation ... 
bad pitch is still most often due to mental laziness at will ... any good group can start a number in 
the key of C and finish it inC sharp orB natural, without indicating to the casual listener a 
departure in pitch ... the fact of the matter is that pitch sensitivity is physiologically and 
psychologically inherent in men and women .... Man defines consonance and dissonance, [he] is 
not defined by it. ... And though sensitivity can be sharpened, the thing to remember is that 
innately we are the perfect instruments .... The point is to give your innate sense a chance, not 
ignore it," Shaw, letter to COC, January 22, 1963. 
231 Shaw, letter to COC, November 6, 1958. 
232 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.l:48:06. 
233 Shaw, "Robert Shaw Discussion Hour, Toronto, 1974," Box 271, Folder 974, MSS 86, Shaw 
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meaning exercises that focused on extremes of range or vocal artistry. Opening the 
Carnegie Hall Workshop he stated, "They're called warm-up exercises; they're not really 
warm-up exercises ... we obviously don't teach voice."234 Although Shaw acknowledged 
a few vocal fundamentals, "like posture and breathing," can be taught in a group format, 
he believed the choral warm up to be an insufficient tool for addressing the "severe 
changes or the very sensitive changes" that each voice, being "innately and acutely 
different," requires.235 He was not apathetic toward or ignorant of the vocal mechanism. 
On the contrary, his knowledge of the instrument and concern for the vocal health of his 
choristers are apparent in his writings. He felt, however, that vocal pedagogy was most 
effective within the private studio, as opposed to a brief group warm-up session. 
Shaw believed mastery of the musical disciplines allowed access to its aesthetic 
qualities. "As in other areas of human behavior," he lectured, "knowledge of the 
fundamentals is prerequisite to free flight. For the spirit to be productive as well as 
willing we could use a deeper acquaintance with the law ."236 For him the warm-up period 
was a time to harness the ensemble's focus and refine its skill.237 Thus, Shaw's vocal 
warm ups aimed to bolster a collective musicality, sensitivity to pitch and rhythm, the 
stresses of dynamic change and vocal color, and an acquaintance with acoustical space. 
While the exercises do not develop the voice, per se, they do attempt to preserve it. Shaw 
admonished, "We don't want to waste voice. What we're trying to do ... is to tease 
Papers, Yale University . 
234 Shaw , Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.l3:22. 
235 Ibid. 
236 Shaw, letter to COC, October 9, 1958. 
237 Shaw, letter to COC, February 12, 1957. 
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people, culture them into real pitch sensitivity and also into very quiet singing so they 
substantially use half-voice or no voice at all."238 
Dynamics are integral to Shaw's warm ups. He insisted that warm ups be sung 
within a range of piano to mezzo piano and with minimal-to-no vibrato?39 By design, the 
exercises were also kept within the middle-to-low range of the voice?40 Placing the voice 
within a manageable dynamic and tessitura creates an environment in which the vocalist 
can easily purify the tone with minimal vibrato. A pure unison creates an audible 
overtone (depending upon acoustics) that is a perfect twelfth above the fundamental 
pitch, making it sound "as though a full section of [the] chorus must be singing these 
'sympathetic' sounds [overtones] ."241 
One might question the feasibility of such an approach for a variety of reasons. 
For instance, a conductor working primarily with ensembles comprised of younger 
vocalists may wish to employ exercises that develop a particular choral "sound." Further, 
one adequately trained and effective at fostering vocal technique within a group setting 
may wish to enhance the training of his or her singers. The concern for adequate warming 
of the voice might also be a concern. First, Shaw expected his choristers to arrive at 
rehearsal having individually vocalized?42 Given the uniqueness of each voice, this 
238 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.15:18. 
239 During his Carnegie Hall workshop, Shaw acknowledged that although vibrato is a healthy 
element of singing, it skews the pitch center, and thus affects intonation. His notions of vibrato 
are discussed in the following pages. 
240 Shaw tended to begin these exercises around E-natural and did not surpass an octave, 
especially for those exercises that call for quieter dynamics. 
241 Shaw, letter to the COC, February 12, 1957. 
242 Jones, interview with author. 
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ensured all were given the opportunity to adequately prepare themselves for rehearsal. 
Second, the following exercises may be variously used and adapted to supplement 
a host of additional exercises that focus on other areas of vocal artistry. In presenting his 
thoughts on the following exercises, Shaw stated, "I hope that nobody copies these sort of 
things without making them your own. It's just silly that because it works for me that it 
should work for you."243 While at Tanglewood in 1947 Shaw lectured: 
Last Wednesday, at Festival Chorus rehearsal we had an extended warm-up. It's 
early in the morning, and all of us are beginning to feel the fatigue of the past 
two or three weeks. So we did the usual things-and the sound wasn't there. Part 
of it simply was that people were late in coming. We couldn't do some of the 
usual physical exercises including two people etc . But all of a sudden on a low B 
natural on an extended (piano) and then extendedforte with the request for more 
vibrato in the bass voices we had it. And I immediately built from there. Whole-
tone and half-tone sequences and ascending intervallic sequences-all built from 
that B natural, and all contrived at that moment-simply because the sound had 
been heard and recognized and I knew it had a relation to the Stravinsky Psalms. 
I now wonder if the technique may have some permanent value, may serve 
some other music. Perhaps combined with the staccato [vocalise], you might get 
there faster. The technique would be to take a note in the low part of everyone's 
register on an "aw" vowel (?) and intensify and tune it over a period of maybe as 
much as sixty seconds, with people breathing at different times until you had a 
really powerful intense tone-and then begin moving with it through other 
ranges. 
This morning it came on the jumps of fifths. The point is that the technique 
developed out of a particular chorus at a particular degree of weariness and 
numerical strength with a particular piece of music in the conductor's mind.Z44 
Shaw's anecdote makes it clear he believed that his warm ups must be thoughtfully 
selected and employed. It also suggests this particular incident precipitated warm-up 
exercises he used throughout the remainder of his career.245 While it is difficult to 
243 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, c. 
1:47:50 
244 Shaw, lecture notes, "Tanglewood notes-1947." Box 203, Folder 53, MSS 86, Shaw Papers, 
Yale University. 
245 The following exercises, 3 .2a-b (beginning p and crescendoing to fwhile adding the color of 
vibrato in the basses). Also, 3.1a-e (take a note low ... and intensify and tune). 
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pinpoint the origins of each warm-up exercise, it is obvious several of those outlined 
below had begun to take shape as early as 1947. Although they evidently emerged from 
the needs of that year's Tanglewood Festival Chorus and Stravinsky's Symphony of 
Psalms, they also emanated from the desire to improve the skills of the ensemble. 
Shaw's Warm-up Exercises 
The following explanation should make clear the purposes and procedures of 
Shaw's warm-up exercises?46 First, his warm ups correlated to the subsequent rehearsal 
or performance.247 The exercises below were employed during his first choral workshop 
on the Requiem at Carnegie Hall and the Masterworks Sing at Boston University, ordered 
approximately as they were in his videos. Relevant variations or alternative ideas were 
included.248 Second, the examples notate Shaw's choice of vowels with International 
Phonetic Alphabet (IPA) symbols. Increasingly used by trained vocalists, conductors, and 
pedagogues, IPA efficiently details the proper vowels for each exercise. Third, the 
pitches provided within the exercises were employed during his Carnegie Hall Workshop 
on the Requiem. Although notated in the treble clef, male voices should sing an octave 
below. Shaw's exercises included the piano, which, on the whole, simply doubled the 
246 This information primarily draws from Shaw 's Carnegie Hall Workshop and Boston 
University Masterworks Sing. The Carnegie Hall DVD contains four fragments of warm-up 
periods, located at c.5:50; c.43:00; c.1:54:53; and c.2:16:00. The warm-up in the Boston 
University DVD begins c.2:05. Additionally, Elrod's, "The Choral Warm-Ups of Robert Shaw: 
When Warm-Ups Become More Than Just Vocalization," Singer Network (n.d.), under "For 
Singers," http://www .chorusamerica.org/singers/choral-warm-ups-robert-shaw (accessed October 
26, 2013), notates and categorizes Shaw's warm ups according to purpose. The article also 
provides short audio examples of his exercises and summarizes Shaw's warm-up philosophy. 
247 Elrod, "The Choral Warm-Ups of Robert Shaw." 
248 Alternative ideas were acquired during rehearsals with Jones. 
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vocal parts-often reiterating the pitch throughout sustained notes. Consequently, the 
majority of the following exercises do not include specific piano accompaniment. Finally, 
the procedural explanation that follows each of Shaw's warm ups is my own unless 
specifically cited. The chosen verbiage was informed by research and study under Jones. 
Logistically, Shaw preferred to rehearse in a circle with the conductor and piano 
placed in the center. Depending upon the number of singers, anywhere from one to three 
rows were necessary. He felt this formation primarily allowed singers auditory feedback, 
placing the onus on each individual to assess his or her contribution to intonation and 
balance?49 During the Carnegie Hall workshop, rows were instructed to stand alternately 
or all at once. They also faced various ways (i.e. all towards the center or the first row 
towards the second) throughout the warm-up and rehearsal period. A physical element 
preceded vocalization in Shaw's warm up, which he joked, "doesn't improve your voice 
at all, but it makes you feel a lot better."250 Additionally, he employed a vocal sigh or 
yawn . He stated, "Voice teachers as you know agree about almost nothing. One thing that 
they agree on, at least in my experience, is that a yawn doesn't hurt anybody ."251 
249 Shaw, letter to ASOC, January 27, 1993. 
250 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, c.6:50. 
251 Ibid., c.7:01 . 
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I. Intonation 
"Our warm-up exercises begin with trying to teach some familiarity with what good 
intonation is. And so we begin with a very, very quiet 'voweling' on a middle-low pitch, 
which is in everybody's register, and then ask them to heighten [raise] that pitch."252 
Exercise J.la Shaw warm-up: finding the unison 
11011 
[nu] 
semprep-mp 
1. According to Shaw, exercise 3 .la aims for "pitch first and sonority second."253 
2. Striving to achieve a perfect unison, vocalists should be instructed to sing as 
quietly as is possible, with minimal-to-no vibrato, and the purest of vowels. 
II 
3. The ensemble is given a pitch that is easily sung by all voices-Shaw employed E 
or F' in his Carnegie Hall Workshop on the Requiem. The conductor may choose 
to begin on any note within a mid-to-low range. 
4. Duration of the pitch is contingent entirely upon the time it takes the ensemble to 
achieve the unison, perfectly in tune-vowel precisely unified. When this occurs 
the overtone a perfect twelfth above E (i.e. B) will become audible,254 depending 
upon the acoustics of the rehearsal space?55 
5. This exercise may be sung with any of the vowels. Shaw tended toward [u] and 
[i]. The conductor may find it helpful to unify the spectrum of vowels, working 
individually, for example, from closed to open (Ex. 3.la) and then connecting 
them without cessation (Ex. 3.lb). 
6. Ascend or descend in semi- or whole-tones, remaining within the mid-range of 
the voice. 
252 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, c.9:40. 
253 Ibid ., c.44:00. 
254 The overtone emerges most readily on [ ::>]. 
255 Within the DVD, Shaw tended to reinforce the pitch on the piano as the ensemble sang. This 
anchored the ensemble , serving as a drone to which they could tune. As the ensemble becomes 
more proficient with this exercise, the reinforcement can be removed. 
135 
Exercise 3.lb Shaw warm-up: finding the unison-vowel spectrum 
' 
11011 11011 11011 11011 11011 
[nu no ne ni n:>] 
semprep-mp 
1. Follow the procedures for Exercise 3 .la. 
2. The chorus may collectively breathe between each vowel or move without 
cessation from one to the next, individually breathing as necessary. 
3. Each successive vowel is begun after the previous is unified and in tune. 
Exercise 3.1c Shaw warm-up: immediate unison 
' 
r.'\ 
J * J * IJ * J * IJ * J * IJ * j 
[nu nu nu nu nu nu nu nu] 
semprep-mp 
II 
II 
1. Exercise 3 .lc is a variant of the first intonation exercise, requiring the ensemble to 
achieve the unison immediately upon phonation and within a shorter duration of 
time?56 
2. It is recommended that the conductor begin using this exercise at a slow tempo 
and increase it as the ensemble becomes proficient in achieving the immediate 
umson. 
3. The conductor may choose to begin on any note within a mid-to-low range . 
4. This exercise may be sung with any of the vowels. One may choose a single 
alternate vowel and employ it throughout (e.g. [ni] for all iterations) or change it 
with each reiteration of the note (e.g. [ni, ne, n:-> no, nu]). 
Exercise 3.ld Shaw warm-up: finding the unison-expansion to two-part divisi 
' 
1##~1 lq=R 1111011 #~ lUI 11011 
-non- ~ ~-non-[nu nu nu nu nu nu] 
semprep-mp 
256 The author uses "phonation," in lieu of "attack," when describing the onset of vocalization as 
"attack" may encourage an approach to singing that is both unhealthy and counterproductive to 
this particular exercise. Jones explains this is why Shaw placed an [n] in front of the vowels. 
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II 
1. Exercise 3 .ld is a variant of the first intonation exercise. The two-part division 
requires added focus to intonation and sonority as well as balance between the 
two parts. 
2. The conductor may choose to divide the chorus in two by gender or by high/low 
(i .e. SA/TB or ST/AB). 
3. The conductor may choose to begin on any note within a mid-to-low range. 
Exercise 3.1e Shaw warm-up: finding the unison-expansion to four-part divisi 
~ #lt&l11 I pl. 1111011 11##11111011 l;~~~1allll 
[nu nu nu nu] 
semprep-mp 
1. Exercise 3.1 e is a variant of the previous exercise, allowing the ensemble to focus 
on two-, three- , and four-part divisions. As with exercise 3.1d, this exercise 
requires added focus to intonation and sonority as well as balance. 
2. This exercise is also useful for six- and eight-part part divisions (mm. 3 and 4 
respectively): S'T'-SnT11-AB; and S1T1-SnT11-A1B1-A11Bn . 
3. The conductor may choose to begin on any note within a mid-to-low range. 
Once Shaw had established the unison via a combination of the previous 
exercises , he would ask the ensemble to raise the unison (Ex . 3.1f) . He acknowledged the 
complexity of such a task, "Now we're fooling ourselves a little bit because nobody can 
do it [sharpen a pitch precisely by 11161h of a semitone], but there is somehow a 
wonderful sort of group instinct and group sensitivity that makes this sort of an exercise 
possible and makes everybody immediately acutely sensitive to sharpness or flatness of 
tonality ."257 
II 
257 Shaw, Preparing a Masterpiece , A Choral Workshop on Brahms's A German Requiem, c .9:40. 
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Exercise 3.1f Shaw warm-up: raising the unison 
,r,... 
t• t• t• $• t• t• t• '1"• t• t• t• J 
1 2 3 4 5 6 7 (8) 9 10 11 12 13 14 15 
t• =]/16th semitone (6.25 cents) higher than previous note 
1. Instruct the ensemble that their task is to collectively raise the pitch one semitone 
over sixteen iterations-silence between each. It is helpful to conceptualize the 
challenge by explaining that this means each reiteration is incrementally 1/16th of 
a semitone higher than the previous. (If unfamiliar with this exercise, it is likely 
your ensemble will respond with a look of utter disbelief.) 
2. The goal of the exercise is not simply to reach the upper semitone. Success is 
determined by how precise and unified each increment is. If the ultimate pitch is 
achieved via a series of divergent tones, then the ensemble has not begun to 
perfect its unity, collectively iterating each microtone unanimously. 
3. Striving for the perfect unison, vocalists should be instructed to sing as quietly as 
is possible, with minimal-to-no vibrato, and the purest of vowels. 
4. It is suggested that the conductor or accompanist play the initial pitch, its 
destination (one semitone up), and then replay the starting tone. This should 
further aid in guiding the ensemble in its charge. 
5. It is likely the first several attempts will be rather chaotic. For instance, "The great 
temptation," Shaw warned, "will be to stay with this note [the original pitch] and 
then as soon as you smell this one [the pitch !h step above] to move in a hurry ."258 
In other words, ensembles will tend to remain relatively close to (if not on) the 
original pitch for the first several iterations. As the chorus nears or slightly 
surpasses the halfway point, they will begin to nudge themselves toward the upper 
semi tone, often ascending to it in one or two iterations. Conductors and 
ensembles are generally willing to relieve themselves of this responsibility in 
short order. In the author's experience, dedication to this exercise will yield 
quality results. Sensitivity to minute variations in pitch can be achieved. It 
requires consistency, discipline, and regular formative assessment from the 
conductor. 
6. During his Carnegie Hall Workshop, Shaw acknowledged that sustaining the 
pitch while raising it is easier. Consequently, it is recommended the conductor 
consider acquainting a chorus with this concept by sharping a sustained pitch over 
six beats, expand to eight, and ultimately to sixteen. The next phase may 
incorporate the silence between each reiteration but minimize the length of the 
exercise before tackling it in full (e.g. sharp the pitch over six beats, then eight, 
ten, and ultimately sixteen). 
258 Ibid., c.8:45. 
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7. Another challenge Shaw employed in his Carnegie Hall Workshop raised thirds 
(AB/ST) one semitone (Ex. 3.lg). 
Exercise 3.lg Shaw warm-up: raising the unison-parallel major thirds 
2 3 4 5 6 7 (8) 9 10 11 12 13 14 15 
t • = 111 6th semitone (6.25 cents) higher than previous note 
Working toward increased mastery of intonation, Shaw incorporated increasingly 
larger intervals into his warm up. The following exercise is beneficial in that it requires 
vocalists to collectively achieve various intervals while consistently returning to the same 
fundamental tone. In this context, intervallic relationships are reinforced. Meanwhile, the 
ensemble masters movement-in perfect unison-from one interval note to another. 
Shaw's choice of vowels is additionally beneficial. Negotiating the shift from a closed to 
open vowel can be tricky, often impeding proper intonation . "Vocal line, "according to 
Shaw, is the unity of tone throughout the phonation of myriad vowels. Exercise 3.1h 
assists singers in refining the navigation of vowels while maintaining intonation. 
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Exercise 3.1h Shaw warm-up: the unison-interval refinement 
Voices 
v. 
nu a u a u nu a u a u nu a u a u 
5 
") 
nu a u a u nu a u a u nu a u a u 
I I 
-- -.r.; --f--
8 
fl ; 
tJ "I I I I , " 
nu a u a u nu a u a u nu. a u a u nu a u a u] 
('j I I I t':'. 
It ''I I I I 
~ ~ q~ ~ ~ ~ ~ ~ h. h .. • . 
. 
-· F - + - --·· ···f- . . ----f---F 
' 
1. At Carnegie Hall, Shaw instructed the chorus to sing "as quietly as possible, 
substantially beginning with head voice or falsetto in men." 
2. Next, he requested that the ensemble strive toward singing [a] very "quiet and 
absolutely in tune" (i.e. similar in color and dynamic to [u]). At the Boston 
University Masterworks Sing, Shaw requested that [a] be softer than [u]. The 
conductor will discover that [a] will audibly pop out (given the higher note and 
the vowel's physical attributes) from the placement of [u] if the singer is careless. 
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3. He also granted permission to "slide a little bit" between each interval.259 
4. When properly performed, the intervals will be precise and vowel shifts seamless, 
all within a consistent p-mp dynamic. 
5. NB: Although Shaw began on F" at Carnegie Hall, Jones indicates that he 
generally began on D or E. 
II. Acoustics 
Shaw acknowledged the acoustical environment, in which the vocalist rehearses 
and performs, contributes to tone?60 He accordingly allowed for acquaintance with these 
elements with the following exercises. 
Exercises 3.2a-b Shaw warm-up: acoustics-vowel cycling 
[ni-e-a-o-u-i-e-a-o-u ... ] 
P----========~====== 
II 
b. 
11011~111111 
[ni-e-a-o-u-i-e-a-o-u .. . ] 
P---================ 
1. The ensemble begins facing the conductor. Singers are instructed to cycle rapidly 
and repeatedly through their choice of vowels on a single pitch (Ex . 3 .2a), slowly 
turn 360 degrees, and crescendo . 
2. At Carnegie Hall, Shaw urged: "Don't sing any more than you can keep in 
tune."261 
3. The assessment/adjustment of balance can be accomplished by adding a second 
pitch (Ex. 3.2b). The conductor may choose SA/TB or ST/AB, depending upon 
the literature. 
4. "Usually this sort of moving around," Shaw explained, "while one is trying to 
tune . . . either in rehearsal space or in performance space .. . is to see that each 
II 
259 In permitting vocalists to slide between each interval, Shaw was likely encouraging breath 
connection and a healthy vocal approach to shifting between lower and higher notes. 
Unquestionably, he would not have tolerated scooping from one note to the next. An infinitesimal 
slide-or relaxing into-the upper pitch is permissible if the desired intervals are properly 
achieved and unobstructed. 
Z6o "Moving from a rehearsal hall to a performance hall initially can cause insecurity and a 
diminution of vocal sonority. It' s particularly difficult in a case like this where the choir never has 
sung together before. They have to find their own sound on the stage and that's one of the reasons 
we did an entire hour of warm-up before the orchestral rehearsal ." Shaw, Preparing a 
Masterpiece, A Choral Workshop on Brahms's A German Requiem, c.2:16:57. 
261 Ibid., c.48:03. 
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member of the chorus is facing a different acoustical environment and facing the 
different back of somebody's head or the different face of somebody's face so 
that one is singing directly into another person or directly by another person. Two 
things are accomplished: the first is getting used to the space; the second is getting 
used to a varying impact of sound from varying sources but trying to identify, in 
terms of pitch, with it-or in terms of voweling, or in terms of brightness, or in 
terms of crescendo. We use those exercises ... [to] see what influence brightness 
or darkness or increase of sound or decrease of sound has upon the pitch. And 
also then trying to relate one voice to the other so that the people make their 
adjustment."262 
5. Additionally, these exercises challenge the chorus to maintain sonority and 
intonation throughout a variety of vowel combinations.Z63 
III. Vocal Tone/Color and Dynamics 
Shaw designed warm-up exercises to explore and refine vocal tone or color and 
gradations of dynamics. Fostering a range of vocal colors and dynamics prepared his 
choruses to meet the vocal depth and breadth he felt Brahms's Requiem requires. 
Exercise 3.3a Shaw warm-up: color and dynamics-crescendo and brighten 
cresc. and brighten 
#<) 
[ni] 
~--------=========================================! 
1. The ensemble is directed to slowly crescendo while brightening [i] over four 
beats. This may be extended to any number of beats. 
2. While explaining this exercise at Carnegie Hall, Shaw directed, "Crescendo and 
brighten, move from dark to bright, the tone over eight beats. Experiment 
262 Ibid., c.49: 10. 
263 Shaw asserted, "Singing in choruses and vocal music is incredibly more difficult than 
instrumental music. And that is, one is asked to sing ... 100s and perhaps even 1 ,OOOs and 
perhaps even 100s of 1,000s of different sounds on different pitches .... It's as though one had to 
put down an oboe and pick up a clarinet to play the next note, to pick up a flute to play the third 
note, to pick up a bassoon to play the fourth note, you know? Every vowel is a difference in 
strenuousness in certain partials." Ibid., c.2:08:52. With regard to Ex . 3.2a-b, Jones explained 
that the overtone (P1ih) rings continuously because at some point enough members of the chorus 
are singing [ :->]. 
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II 
brightening the tone so that it becomes unusable, over-bright, and somewhat ugly. 
Experience what an over-bright sound feels like."264 
3. The chorus must maintain intonation while uniformly gradating the intensifying 
color and increasing the dynamic level. 
Exercise 3.3b Shaw warm-up: color and dynamics-diminuendo and darken 
dim. and darken 
#u 
[ni] 
!======================================~---------" 
1. Exercise 3.3b reverses the process of 3.3a. Begin forte with a bright vowel and 
decrescendo and darken . 
2. Conversely, it may be useful to begin exercise 3 .3a with a bright vowel and 
darken over a crescendo, and then follow it with an exercise that begins with a 
dark vowel and brighten over a diminuendo (3.3b). 
3. Shaw believed that all of these colors (the overly dark, intensely bright, and those 
in the spectrum between) ought to be part of any ensemble's color palette. 
Exercise 3.3c Shaw warm-up: color and dynamics-divisi crescendo and brighten 
J cresc. and brighten 
~~~oO 
[ni] 
II 
pp---------------========================================= 
1. Exercise 3 .3c assists a chorus in maintaining balance and intonation throughout 
dynamic increase and brightening of the vowel. 
2. It is recommended that the chorus also work toward mastery of the reverse: 
diminuendo and darken (3.3b). 
3. Alternatively, the conductor may begin with a bright vowel and darken over a 
crescendo, and then diminuendo and brighten. 
Shaw regularly discussed specific levels of dynamics, which are detailed within 
the "Dynamics" section of this document. The following exercise defines those levels and 
various shadings along the spectrum. In essence, this exercise promotes a technique 
similar to the Classical-era performance practice called, "messa di voce" (placing of 
264 Ibid., c.l4:03. 
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voice), which involves a crescendo and decrescendo on a sustained note?65 The objective 
of the exercise is to promote smaller dynamic shadings within a larger, overarching 
dynamic shift. Ultimately, this nurtures both melodic and textual accentuation. 
Exercise 3.3d Shaw warm-up: specific dynamic levels (messa di voce)-divisi 
f < ::::=- poco f < ::::=- mf < ::::=- poco mf <::::=-
~~J : ~~J £ ~~J l ~~J : 
[ni ff=========================================== ni ni ni ni ni 
mp <:=:::=-poco mp< ::::=- P<:=::=- poco p<:::::=- PP<:::::=- poco pp <===-
*~u t ~~J t ~~J : ~~J t ~~J : ~J t [ni ni ni ni ni ni] 
pocopp 
1. The ensemble is directed to decrescendo fromfortissimo to poco pianissimo, 
putting, as Shaw requested, a "little bit of crescendo and decrescendo within each 
quarter note." 
2. Shaw defined the following levels of dynamics within an expanded diminuendo: 
a. fortissimo (jj) 
b. poco If 
c. forte (j) 
d. pocof 
e. mezzo forte (mj) 
f. poco mf 
g. mezzo piano (mp) 
h. poco mp 
1. piano (p) 
j. poco p 
k. pianissimo (pp) 
I. poco pp 
II 
3. In addition to defining specific dynamic levels, the exercise fosters intonation and 
balance. Incorporating rests and shorter durations further challenges the chorus to 
achieve these concepts in a more concise fashion. 
265 According to the author's research, it is not evident that Shaw associated this term (or practice) 
with his discussions of dynamics or the warm-up exercise. 
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4. In the Carnegie Hall DVD, Shaw employed a shortened version of the exercise, 
asking the chorus to decrescendo fromforte to piano over eight beats. This may 
be a more desirable starting point when first incorporating this exercise. 
5. Shaw also employed [na] and [nu]. The conductor may choose any vowel. 
6. It is suggested that the process be reversed-expanded crescendo from pianissimo 
to piufortissimo, with associated gradations therein: pp, piu pp, p, piu p, mp, piu 
mp, mf, piu mf,J, piuf,ff, piuff(or tuttaforza, full force) . 
Shaw's Concepts of Vocal Tone/Color 
I believe that choral tone should represent the human beings, which comprise it . ... I 
believe that . . . the greatest chorus will be built out of the greatest individual voices. I like 
a chorus that sounds like human beings, rather than an organ.166 
The origins of Shaw's vocalism preferences require speculation.Z67 His mother, 
Nelle Lawson Shaw, was "no ordinary singer," according to Mussulman. Although the 
music she sang was not particularly sophisticated, Nelle's ability to ensnare the listener 
with palpable emotion apparently remained with Shaw well into adulthood. Shaw 
reminisced: 
My mother and grandmother occasionally would sing duets-nothing like the 
Christe eleison of Bach's B Minor Mass . But I seldom rehearse that piece 
without hoping for the unbelievable coincidence of time, tone, and temperament 
that used to characterize their concert. Returning some years later, after a life of 
professional music-and amateur sin-in New York to the West Coast, I 
wondered how Mother's voice would sound to these more sophisticated ears and 
tougher heart. That Sunday she sang "The Ninety and Nine" .. . of an aesthetic 
order of merit, which if it had been formed in solid rather than sound could have 
appropriately adorned the Baby land of Forest Lawn Cemetery. And I wept.268 
Clearly his mother's singing was a significant influence on Shaw's concept of vocalism. 
266 Shaw, "San Diego-Notes from classes (Choral Methods), 1953," Box 202, Folder 39, MSS 
86, Shaw Papers, Yale University . 
267 Vocalism in this context will encompass those elements connected with vocal color, tone, 
timbre, technique , pedagogy, and any other terms often associated with vocal production. 
268 Shaw, as quoted by Mussulman, 7-8. 
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His older sister, Holly, "who, like her mother, could convey a mood purely 
through the tone of her voice,"269 likely contributed to Shaw's concept of vocal tone. 
Holly's talents were evidently quite significant, earning her a career in radio performance 
with CBS, and-for a short time-on Broadway.270 Burris asserts, "Holly's voice became 
Robert's ideal of what a soprano should be-gravity-resistant; sunny, but not shiny; no 
hint of nasal sound; and feminine-caressing the notes and never smothering them. This 
is the sound Shaw always sought and seldom but occasionally found in sopranos."271 
Anne, Shaw's younger sister, also may have played a role in vocally influencing 
him. According to Burris, she was also a soprano whom, unlike Holly, sang the "serious" 
music-sacred music and Classical art works. In addition to decades of choral singing 
(with Roger Wagner and the Los Angeles Master Chorale), Anne too was once a "radio 
star of sorts in South America."272 Given the abilities of his mother and sisters, Shaw 
likely arrived in New York (1938) to prepare Fred Waring's Glee Club with clear 
concepts of inspired singing, however pedagogically naive such notions may have been. 
Waring's professional radio ensemble (Glee Club) ostensibly exposed Shaw to 
singers who had some sort of vocal training. The CC, founded in 1941 and comprised 
partly of emerging vocal professionals, surely acquainted him with vocalists who had an 
understanding of and decided opinions about vocal technique. Confusion apparently 
269 Ibid. 11. 
270 Burris claims that Holly's "was a lyric soprano voice. It was golden and honey-like. It seemed 
to float. It was never overly sharp or piercing.lt was seldom below the pitch.lt never scooped or 
wobbled. It was pure, and light, and clear. Hers was a bel canto voice. Totally natural. Simply a 
gift," 39. 
271 Ibid., 43-44. 
272 Ibid., 46. 
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arose within the first year, which prompted Shaw to set the record straight 
The Collegiate Choral operates on the assumption that in matters of music and 
artistry, its members are sufficiently imaginative and intelligent to seek a 
complete catholicity of theories and techniques-no matter how widely 
divergent-and make an evaluation which is at least individual and aware of 
other points of view. Knowledge may be a dangerous thing; but that's no reason 
to inoculate oneself against it. Love, I hear tell, is dynamite; but nobody dodges 
it. I say this because it would be too bad if anyone should carry the idea that the 
Collegiate Chorale was sponsoring a vocal heresy. The only thing the Collegiate 
Chorale sponsors is dramatic integrity; that happy condition which exists when 
choral tone fulfills-not limits-the text and spirit of song. Neither weightlifting 
nor watchmaking is the concern of our singing-but mood and meaning.273 
It is difficult to discern precisely what precipitated his letter to the CC. Perhaps some of 
its members were at odds with his approach to singing-a conflict between conductor 
and trained vocal soloists. 
Shaw apparently contemplated this conundrum throughout his career, articulating 
both his respect for and distaste of solo vocal artistry. He asserted that singers, while 
perhaps acclaimed for their "dramatic ability or even physical opulence of sound" were 
often perceived as "little in advance of a trained animal act" with regard to musical 
skill.274 "This attitude," he defended, "is not altogether without justification, for certainly 
the great singers of the past one hundred years are acclaimed not for the impeccable 
qualities of their musicianship, but for the sheer physical beauty of their voices.'ms 
273 Shaw , as quoted by Mussulman [letter to CC, April 15, 1942], 26. 
274 Shaw, letters to COC, October 25 , 1961 and ASOC, March 27, 1969. 
275 Ibid . In the same letters Shaw defined musicianship as "sight-reading ability and a wide 
acquaintance with the repertoire." In this regard, he wrote, one "would have to admit that 
professional instrumentalists are generally in advance of professional singers." Briefly 
summarized , Shaw provided the following support for his assertions: 1) instrumentalists often 
begin study at an early age, whereas vocalists (especially men) begin later, often due to physical 
development. " It is scarcely surprising that singers should then be some years behind 
instrumentalists in sight reading or repertoire ... the singer is often faced with a lot to learn, rather 
late in life, about vocal technique; and if his attention is fixed almost exclusively upon vocal 
sound rather than upon music theory , it may be regretted, but it is at least understandable"; and 2) 
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Although easily interpreted as harsh, Shaw apparently empathized with the formidable 
demands of singing . He wrote, "There are a dozen additional reasons why it is difficult to 
be a satisfactory vocal 'musician.' They all have some validity, and we are entitled to 
find comfort in them equal only to our determination not to be mastered by them. For, 
whatever the difficulties, the singer who finally masters his musical craft finds a joy in 
music known only to a few of the very greatest instrumentalists ."276 
Aside from musicianship, Shaw's largest concern regarded the motivation of 
vocal soloists. He evidently encountered those who, in his view, had obscured the roles of 
performer and musical art. "In the solo repertoire," he observed, "the principal target 
seems to be 'personal' communication-no matter how it may stretch, distort, or rewrite 
the original creation ."277 Shaw's concerns about the integrity of the composer and 
composition regularly resurfaced. "There is an ever-present danger," he claimed, "in 
thinking of the voice primarily as a 'means of self-expression.' The greater truth . . . is 
that he who expresses himself will find that he very soon has little to say ; and he who is 
willing to seek first the Kingdom of [the composer, Brahms] may even find himself in the 
process ."278 
Regardless of their merit, Shaw 's assertions were not due to a lack of 
understanding the voice . He was acquainted with the myriad facets of successful vocal 
the vocal mechanism eludes physical manipulation. "Excepting for those born with absolute 
pitch, sight-reading for the singer is a complex business. It is not so simple as putting the next 
finger down. A good many of us, I suspect, could type sixty words a minute, but we would have a 
devil of a time sight-singing the comparable ratio of five notes per second ." 
276 Shaw, letter to ASOC , October 25 , 1961. 
277 Shaw, letter to COC, March 22, 1960. 
278 Shaw, letter to ASOC, September 30, 1981. 
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training. Shaw wrote, 
Most vocal instruction at an advanced/professional level is directed toward 
developing a voice of sufficient size and timbre to carry over a large orchestra; 
most of Baroque and early Classical vocal music would appear to put a higher 
value upon vocal agility, accuracy, and compatability [sic] with chamber music 
instrumentalists than upon sheer size of sound. And the successful singer of 
lieder would add to those expertises subtle changes in vocal color and an 
exceptional sensitivity to text.279 
In fact, Shaw's writings contain a number of comments pertaining to vocal pedagogy, 
which clearly indicate knowledge of the instrument.Z80 How he acquired such knowledge 
is debatable and plausibly the result of self-study. None of the documents reviewed by 
the author definitively credit an outside source for the vocal knowledge Shaw 
exhibited.Z81 Given his meticulous approach to score study, it is safe to posit that he 
279 Shaw, letter to ASOC, September 20, 1984. 
280 
"The relation of correct vocal production to correct speech is very close," Shaw, "San Diego-
Notes from classes (Choral Methods), 1953," Box 202, Folder 39, MSS 86, Shaw Papers, Yale 
University; "The voice, particularly in the upper registers, requires an enormously complicated 
system of tensions and relaxations; and when the voice gets 'up there' it is not easy to play 
musical chairs with it," Shaw, letter to COC, March 22, 1960; "Vocal stamina is in large measure 
a matter of learning and technique. The world's most gifted and learned singers simply could not 
subject their voices to an unremitting stentorian three-hour battle with Mahler's Veni, Creator 
Spiritus or Beethoven's Et vitam venturi and expect to make tomorrow evening's recital a thing 
of beauty. Even more should those of us with lesser gifts guard whatever vocal gold we have," 
Shaw, letter to ASOC, October 2, 1991; "Human voices [are] enormously responsive to 
psychological control (unwilled)," Shaw, "San Diego-Notes from classes (Choral Methods), 
1953," Box 202, Folder 39, MSS 86, Shaw Papers, Yale University; "The voice is very nearly the 
personality-at least it is closely related to it. There is not the 'once-removed' of the instrument," 
Shaw, undated notes, Box 203, Folder 48, MSS 86, Shaw Papers, Yale University; "One of the 
things that makes 'Voice' so difficult to teach ... is that the voice is so directly and intimately a 
part of our physical and psychological make-up. It is the human musical instrument. And for 
those of us who have not been granted the Golden throat-rarer than the Golden Fleece-or who 
pursue singing as an avocation, ... it is surprising how much vocal improvement can be made 
simply by quickening the imagination to a more beautiful sound and strengthening the will and 
the ears to hew to it," Shaw, letter to COC, November 6, 1958. See also Shaw's letters to COC, 
October 11,1960, and ASOC, March 19,1987, MSS 86, Shaw Papers, Yale University. 
281 Shaw's connection to Juilliard likely brought him into contact with Madeleine Marshall 
(1900-1993), author and teacher of English diction, which surely contributed to Shaw's 
understanding of singing. As noted in the "Enunciation" section, Shaw attributes his knowledge 
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studied available sources to help him learn about the voice. 
Whatever criticisms he made of trained vocal soloists, Shaw acknowledged that 
singing instruction was essential to choral music: 
It is clear to anyone who has worked with choruses of both "amateur" and 
"professional" voices, that well-taught voices can make a better choral sound 
than un-taught voices. (They also make a better sound than badly-taught voices.) 
The teaching of voice has to be one of the most difficult and complicated of 
musical endeavors. You can't see it, you can't touch it-and, if you're the one 
doing it, you have to depend upon someone else even to hear it. One can only be 
grateful for those who undertake this remote and complex task, and who 
approach it as a means of musical-expression rather than self-exhibition.282 
By 1945, he evidently understood the precariousness of addressing vocal technique in the 
choral setting. Amidst preparations of the Beethoven's Ninth Symphony for Toscanini, 
Shaw wrote, "I don't believe I have any right to insist on a particular vocal method, to at 
least the confusion, if not the possible detriment, of those of us who are seriously 
studying their own private vocal methods-and paying good money for it."283 Shaw 
clearly decided early in his career that the choral rehearsal was not the place for teaching 
or quibbling over vocal technique.Z84 Nonetheless, he insisted throughout his career that 
of English diction, in part, to Marshall. According to the Chicago Tribune, Marshall worked with 
"the Robert Shaw choral organization," but does not elaborate or offer sources for this 
information [Obituary, "Madeleine Marshall Simon, Juilliard Teacher," Chicago Tribune (July 4, 
1993), under "Featured News," http:!/articles.chicagotribune.com/1993-07-
04/news/9307040143 1 juilliard-school-mrs-simon-choral-organization (accessed July 18, 
2012)] . Jones recalls him speaking of Marshall several times in Atlanta. Therefore it is clear they 
had some sort of relationship. Marshall's influence on Shaw's knowledge of vocal pedagogy, 
however, is purely conjecture and not substantiated in any of the documents reviewed by the 
author. 
282 Shaw, letter to ASOC, September 20, 1984. 
283 Shaw, as quoted by Mussulman, 57. 
284 
"No man can be a master of all the arts-even the musical ones. [The] problem [of working 
with singers] is not so much supplying the technical know how as it is of awakening the 
imagination to the possibilities of beauty. Sensitivity to beauty is the same as sensitivity to 
ugliness. The real problem is apprehending the beauty when it strikes . If I had time, we had time, 
private vocal pedagogy might be my responsibility- but first would be the chorus." Shaw, notes, 
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his ensembles' vocal methods be musical as opposed to vocal. "For better or worse," he 
affirmed, "our first concern is the score, and subsequent to that, the voice ."285 
This approach was ostensibly revolutionary in America's early choral landscape. 
Shaw's understanding of American choral tone during the early part of the twentieth 
century appears in multiple sources?86 "In the earlier parts of this century," Shaw wrote, 
"American choral music had three principal motivations: one, recreation and good clean 
fun; ... two, special vocal methods (which had the result of making music a ribbon for 
the voice, rather than training the voice to become a vessel for the music); and three, 
worship."287 He often cited the two prevalent, pre World War II choral schools. F. Melius 
Christiansen (1871-1955) formed the first at St. Olaf College-an ensemble sound 
focused primarily on a cappella sacred music and substantially void of vibrato . John 
Finley Williamson (1887-1964) created the second at Westminster Choir College-a 
tradition based in the "operatic vocal style." While always publically diplomatic of these 
two approaches to choral singing, it appears Shaw felt they misunderstood tone. He 
wrote, "I can get awfully excited about tone ... but most of the time-I find that what 
some of us work at as blend and tone are products rather than specific attentions. And I 
find that if I work for tone alone it becomes a confusing static thing."288 
"Choral Workshop, San Diego, 1955," Box 202, Folder 40, MSS 86, Shaw Papers, Yale 
University. 
285 Shaw, letter to COC, October 6, 1964. 
286 Shaw, notes "Brahms-Requiem: Carnegie Hall Workshop, 1990," Box 270, Folder 963, MSS 
86, Shaw Papers, Yale University; and Jeffrey Baxter, "An Interview with Robert Shaw: 
Reflections at Eighty," Choral Journal36, no . 9 (1996): 9-10. 
287 Shaw, letter to ASOC, March 9, 1982. 
288 Shaw, "San Diego-Classes (Workshop in Choral Art), 1955 ," Box 202, Folder 38, MSS 86, 
Shaw Papers, Yale University. 
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Choral music after World War II, according to Shaw, was "largely influenced by 
Julius Herford."289 This newer approach was chiefly predicated upon structural analysis, 
historical research, and interest in a more historically informed performance practice. 
Whereas the choirs under the direction of Christiansen and Williamson sang all literature 
with a characteristic tone (a purely "vocal method"), Herford's philosophies approached 
choral singing with particular focus on repertoire, which informed intonation, rhythm, 
articulation, dynamics, enunciation, and a stylistically varied vocal color. 
Given their collaboration, Shaw's mature preferences of choral tone were likely 
shaped by Herford, secondarily Szell and Toscanini.Z90 One encounter in particular 
illustrates the revelatory nature of Herford's philosophies to Shaw. Addressing the COC 
in 1946, he told of a CC rehearsal wherein they were diligently preparing one of Bach's 
motets. "We were so intent upon establishing the accuracy and sonority of each of [the] 
voice lines," Shaw explained, "that we gradually found ourselves doing some pretty 
determined singing. What we had was not a motet-but a contest ." Having finished, 
Shaw turned to Herford for advice. He quoted Herford's response, "'It seems to me,' he 
said kindly, 'that if we all did a little less singing and a little more listening, we'd have 
289 Shaw, "Brahms-Requiem: Carnegie Hall Workshop, 1990," Box 270, Folder 963, MSS 86, 
Shaw Papers, Yale University. 
290 "But-speaking autobiographically for a moment-my own intuition and generative impulses 
in choral music-largely unwarranted, but greatly stimulated, influenced and refined by study 
with Julius Herford and by associations with Arturo Toscanini and George Szell and their 
orchestras- have been initially and most intensely concerned with the prescriptions of the score 
and the composer and, quite after that, the vocal sound that serves these best. Therefore, we begin 
not with a given vocal method or a prescribed choral sound, but with the detailed and minute 
injunctions of the composition," Shaw, letter to. COC, October 6, 1964. 
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more Bach."'291 
It is possible to surmise additional general principles from Shaw's extensive 
writings. For instance, he maintained throughout his career that the finest choral 
ensembles are comprised of the "greatest solo voices."292 He understood proper training 
corrected a myriad of vocal issues (musical and technical), which increased the skill of 
the ensemble. Shaw also asserted that great choral singing helped the voice?93 
Additionally, Shaw endorsed neither vibrato-less singing nor a tone characteristic of the 
operatic literature?94 Rather, he encouraged a tone that both suited the score and freed the 
vocalist from anonymity of sound-variable in color, dynamics, rhythm, articulation, and 
enunciation. "Performance," Shaw lectured, "has binary poles: Body and the Mind Soul 
291 Shaw, letter to COC, February 14, 1946. 
292 Shaw, letter to ASOC, March 7, 1978. 
293 Of a tour with Juilliard students Shaw wrote, "Six weeks pass . . . B Minor Mass tourists return. 
Wonder of wonders ... without exception voices seem to be in better shape than when they left. 
Conclusion: Bach has been teaching voice." Shaw, letter to ASOC, March 26, 1987. 
294 On the whole, Shaw viewed vibrato as an element of expression. Based upon his writings , he 
addressed vibrato only when it harmed the integrity of intonation: "This [vibrato] is very much 
open to study and further investigation. Again, singers spend a good deal of time acquiring a 
satisfactory- or controlling an unsatisfactory- vibrato. Yet, so far as the choralli terature is 
concerned we all know how vastly periods and styles vary in the propriety and character of 
vibrato. The singers of 'popular' music have developed a wide variety of vocal 'styles,' many of 
which depend upon the containment and unleashing of vibrato at will. In the few experiments 
which we have attempted following our exposure to Pablo Casals and his principle of vibrato 
variability (according to Alexander Schneider) we have seen that a chorus can control vibrato to 
an appreciable extent, and use it as an expressive device without exerting undue vocal pressure 
upon individual voices. The technique, furthermore, of singing the first fraction of a pitch 
substantially without vibrato is one of the most valuable aids to intonation and leaves the balance 
of the duration of the note open to expression-and phrasing-via vibrato." Shaw, letter to COC, 
October 22, 1964. Shaw's view is quite similar to Waring's. Clarifying Waring's use of the term 
"tremolo" (as opposed to vibrato) in regards to vocal color, Mountford wrote, "Waring 
unselfconsciously juxtaposed the accepted definitions of the terms 'vibrato' and 'tremolo.' When 
he heard an uncontrolled pitch variation, he accused the 'trained' singers (a derisive term) of 
using 'vibrato' (another derisive term), but when he felt the choral tone was too straight, he asked 
for 'tremolo,' expecting to hear a slight change in tone color (which resulted from the Glee Club 
singing with more vibrato) ." Mountford, "Fred Waring and American Choral Singing: His 
Career, Philosophy, and Techniques," 295. 
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Imagination. And sound must represent both poles."295 This, however, was not an 
invitation to inconsiderate expression of vocal individuality. On the contrary, he insisted 
choral singers' individual endowments (e.g. vocal timbre, skill, and expressivity) 
unanimously attend to the inviolate elements of the score (e.g. intonation, rhythm, and 
enunciation). Shaw elaborated upon his notions of choral tone in a letter to the COC 
(Table 3.1). 
Table 3.1 Shaw's axioms of choral tone296 
Axiom 1: Song is drama. It has an "argument." Its "essential" defining element is drama. 
And you're obliged, thereby, to do a lot more than make pretty sounds. You're 
obliged to make sense as well as sensation. 
Corollary 1: There's no such thing as absolute "beauty" of choral tone; there is only 
dramatic integrity of choral tone. What's right for one bar is wrong for the next. 
Corollary 2: The disciplines of enunciation are tremendously important. Good 
speech means good sense. Don't pronounce words, pronounce all the sounds of the 
words. 
Axiom 2: The dimension of Music is Time-not Space. Time is Music's canvas 
Corollary 1: If Time is Music's canvas then every instant out to be really used up. 
There ought to be no fragmentary time without dramatic drive. If momentary silence 
is real and pertinent ... ok; if not, then it has no business interupting [sic] music. This 
consciousness should result in a terrific legato to choral singing. 
Corollary 2: If Time is Music's canvas then every song is a new song. And each 
performance then is a first performance: New Time, and New Artist. This 
consciousness is almost bound to force freshness and vitality. 
Corollary 3: If Time is always being born it is as certainly always dying. And the 
great artist, it seems to me, will be sensitive to the transiency and mortality of beauty 
no less than that great person will understand the mortality of goodness. It is this 
sense of music's "haunting mortality," its but too-short loveliness, that, whenever it 
happens, give music urgency and mustness, the lean and the muscular. 
Corollary 4: Rhythm: Understand that this element of here-it-comes-againness is 
consonant with every mental, physiological and physical experience. No automatic, 
mechanical thing, but alive, pulsing. It's part of us. We can't escape it. When you 
really translate that thing into music something happens. 
295 Shaw, "Choral Methods, Philosophies (1953)," Box 200, Folder 7, MSS 86, Shaw Papers, 
Yale University. 
296 Shaw, quoted from a letter to COC, February 9, 1960. 
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An accordance of vocal color, which Shaw termed "vocal line" (the "terrific 
legato" of choral singing), was particularly important to his notion of choral tone: 
Now, no one would deny that a most important part of good vocalism is vocal 
"line." What we mean by that is unanimity of vocal color through the widest 
possible range of pitch and dynamics. At its best, "vocal line" issues in a noble 
legato sound so pleasing and moving that stringed instruments attempt to imitate 
it by sliding with the left hand on the finger-board, rather than leaping with the 
fingers to successive pitches.297 
Shaw's writings consistently nurtured various colors, the unanimity (vocal line) of which 
he encouraged within each section of the chorus. For instance, he once praised "the 
natural sweetness and unanimity of sound" within the soprano section?98 Within the same 
letter he complimented the "native vigor and ring over a wider range in the Tenor 
section." In May of 1984, Shaw lauded the altos for having "achieved a more unified core 
of sound."299 And the basses, he wrote, "continue to give the chorus a sonority and a 
297 Shaw, letter to ASOC, September 25, 1996. Shaw detailed the process of achieving vocal line, 
further demonstrating knowledge of the vocal mechanism: "To produce clear, convincing vowel 
sounds while maintaining the core of timbre and pitch which is called vocal 'line' is one of the 
basic problems of singing. The problem ... is to maintain a consistency and beauty of vocal color 
within a variety of speech sounds. I think that most-perhaps all-teachers of voice would agree 
that consistency of vocal line is aided by a relatively consistant [sic] position of tongue, jaw, and 
lips. That is to say, the singer's problem is to discover the areas and means of vowel formation 
that will least disturb the singing voice. And I want to suggest to you that you at least examine the 
possibilities of vowel formation in the pharynx-the throat column between the larynx and the 
mouth. For instance, if you let your jaw drop slack (it will then only be slightly open) it may 
surprise you to observe how quite distinctly you can phonate a series of vowels . .. without 
substantially altering the position of tongue, jaw, or lips. What is necessary is that tone be 
continuously and critically conscious of two things: the purity of the vowel ... and the common 
denominator of timbre which binds vowel to vowel, however they may differ," Shaw, letter to 
COC, November 6, 1958. 
298 Shaw, letter to ASOC, October 4, 1989. 
299 Shaw, letter to ASOC, May 14, 1985. Of the altos, Shaw also encouraged "more natural depth 
and richness of sound," Shaw, letter to ASOC, October 4, 1989. 
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foundation that stuns visiting CD's [choral directors]."30° For Brahms's Requiem, Shaw 
encouraged "a never-ending gusher of Brahms dark-brown liquid sound."301 
Dynamics, Accentuation, Articulation- the Art of Phrasing 
After the right notes-there's still all ofart.302 
I believe that when voices switch functions for even the span of two notes, so that one 
voice sings what the other sang and what the second sang the first now sings the human 
spirit is involved. And the fact of a fugue wherein voices propose identity in alteration is 
a spiritual phenomenon.303 
Although increased sensitivity to accurate intonation (warm-up exercises) and 
rhythmic precision (count singing) advance the efficiency of a chorus's learning process 
and musical skill, Shaw admitted that the artistry of choral music must be advanced 
through the refinement of dynamics. In 1982, he wrote, 
I'm coming close, in my unwritten book of choral techniques, to the point of 
asserting that the principal means by which a chorus becomes human is by its 
control of dynamics-not block- or section-dynamics, but short-lived changes in 
loudness and quietness which may last only a second or two. Obviously, "care-
full" [sic] enunciation also "personalizes" a group; but that somehow is more 
statistical and intellectual. Changes in dynamics register almost immediately as 
emotional commitment.304 
Out of context, it is possible to assume Shaw believed dynamic shadings to be the 
expressive tool of the chorus. Shaw had been honing the choral craft in 1982 for 41 years. 
In this instance, he was responding to a rehearsal of Beethoven's Missa Solemnis, op. 
123. Over the course of several years Shaw's letters regarding a specific topic generally 
evolved, often highlighting a particular component that was well executed or required 
300 Shaw, letter to ASOC, May 14, 1985. 
301 Shaw, letter to ASOC, June 11, 1992. 
302 Shaw, letter to ASOC, October 29, 1991. 
303 Shaw, letter to CC, November 19, 1946. 
304 Shaw, letter to ASOC, April 7, 1982. 
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improvement. Here , it is clear that he was focused on what he believed to be the proper 
execution of dynamics. Shaw's theory of dynamics was evidently borne of his phrasing 
ideology-Bach phrasing, specifically. Therefore , it is helpful to briefly outline the 
progression of Shaw 's phrasing notions, which ultimately influenced his philosophy of 
dynamics and accentuation and likely led him to make the previous assertion. 
Bach phrasing is germane to preparing Brahms' s Requiem because he was 
influenced by and regularly studied Bach's works.305 Shaw evidently understood this . 
Following a missive on Bach phrasing to the ASOC, Shaw wrote , "We 've identified this 
type of phrasing as ' basic Baroque,' and it functions supremely well in that literature . But 
since there's no Mozart, Beethoven or Brahms 'thout'n [without] Bach and Handel, and 
no Hindemith or Stravinsky 'thouth'n all the above, it's surprising what riches a 
sensitivity to the foregoing ' guides' can add even to today ' s music ."306 Shaw 
unquestionably grew to understand this line of reasoning while working with Herford. 
Shaw's classical music mentorship began with Herford in 1946. Their study was 
intense-ostensibly consuming upwards of 80 hours per week.307 Burris highlights the 
fact that Herford, when asked his religion , replied , "I'm a Bach."308 The extent to which 
Shaw studied Bach while working with Herford was apparently considerable. Burris 
makes compelling support of such a claim-most clearly by the steady stream of 
recordings Shaw made of Bach's music over the course of his apprenticeship (roughly 
305 Swafford, 26 , 370, and 524. 
306 Shaw , letter to ASOC , January 14, 1986. 
307 Shaw additionally claimed that their sessions were so consuming that he slept at Herford's 
home . Elliott, 22. 
308 Burris, 47. 
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1946-52)?09 "But perhaps the greatest thing Herford did for Shaw," asserts Burris, "was 
to steep him in the music of Bach and, later, to encourage Shaw to develop his own ideas 
of Baroque choral phrasing, which Shaw did."310 
A survey of the documents unearthed reveals that the phrasing philosophy Shaw 
articulated early in his career remained fundamentally intact to its end? 11 The first 
detailed account of his phrasing theory takes the form of handwritten lecture notes, dated 
1951.312 He acknowledged his intellectual struggles with phrasing early in his career.313 
Although he understood its importance , articulating and achieving it were entirely 
different matters for him. Apparently, he continually refined his discussions of phrasing 
in an effort to achieve clarity and understanding. Some twenty additional documents that 
discuss phrasing were discovered over the course of this research. The final document 
Shaw composed regarding phrasing-similar to the first in content-was written to the 
ASOC on September 10, 1996. 
309 Amidst a sea of Bach's motets and cantatas, Shaw recorded the St. Matthew Passion, BWV 
244; the St. John Passion, BWV 245; the Christmas Oratorio , BWV 248; and twice the Mass in 
B Minor , BWV 232. Ibid. , 561-3 . 
3 10 Ibid., 72. 
3 11 The author's research is by no means comprehensive. Yale's archive of Shaw's estate is 
substantial. A thorough and conclusive survey is beyond the scope of this study. It is unlikely that 
Shaw's phrasing theory was significantly different prior to 1951. Thus, it is safe to assert that 
Shaw's phrasing philosophy , once articulated, was not significantly altered over the course of his 
long career. 
312 Shaw, handwritten notes , "Rehearsal Technique & Sight Singing, 1951." Box 202, Folder 34, 
MSS 86, Shaw Papers, Yale University. 
313 Ibid ., Shaw stated that phrasing eluded coherent analysis but "uniquely" required the entire 
performer. Shaw proceeded, "We are about to consider those elements of our musical craft which 
are capable of manipulation and whose ensemble results in 'phrasing,' but we will still be a long 
way from identifying the .. . [artist] and what makes him phrase." 
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"The ability to phrase," Shaw theorized, "is center, circumference, and radii of 
the musical art."314 In his view, phrasing is translation. Phrasing gives music its bearing 
and direction. Phrasing makes symbols comprehensible and revelatory, communicates 
and stirs emotion. Shaw believed great artists breathe life into inanimate notes. He stated, 
"Out of consecutive notes they [exceptional artists] produce a musical sentence, and that 
sentence leads somewhere (somewhen?)."315 In this light, he believed phrasing is 
fundamentally communicative energy. 
Like language, Shaw concluded that melody is comprised of paragraphs, 
sentences, phrases, and finally notes (words)-all organized by punctuation (e.g. rests 
and accents). Within melodic phrases there are miniature phrases, which he termed 
"melodic molecules," that are as short as two or three notes. "The successful reading of 
poetry," he asserted, "is the ability to comprehend (and convey) a whole architecture of 
word groupings- groupings not only of sense but also of rhythm and pitch, color, and 
accent-so that truth and beauty become one . This is more than a little analogous to 
successful performance of music."316 In other words, the performer's charge is to make 
sense of the musical material, "to establish proper relationships. The things that belong 
together must be reproduced in proper proportion and function. The several notes of a 
melody are not isolated, unrelated phenomena. Their meaning lies in association. Letters 
314 Shaw, letter to COC, October 22, 1964. 
315 Ibid. 
316 Shaw, letter to COC, November 14, 1957. 
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into words, words into sentences; notes into motives, motives into phrases .... We want 
to discover and provide belonging ."317 
In 1957 Shaw wrote, "Polyphony ... is like any society of human lives-family, 
congregation, state .... The problem in performance is first to establish the character of 
the individual lines-their qualities and energies. What are the small phrases, which 
make the large phrases? What are the smaller motives, which make the small phrase? 
Secondly, the problem is to establish vocal techniques of dynamics, accentuation, 
duration, and color which will allow the society of melodies to live together without 
injuring one another-a sort of family of melodies who find their [highest] self-
expression in togetherness."318 Shaw often summoned images of opposing forces-ebb 
and flow, tension and relaxation, anacrusis and crusis-to illustrate the rigors of 
phrasing. He wrote, "Melody is the energy which relates and gives meaning to tone 
through time. It may well be that phrasing begins with this understanding. Phrasing is not 
only the relation of pitches; it is the one-step-further relationship of energies."319 The 
essence of phrasing, he claimed, is maintaining equilibrium of the wax and wane 
throughout a melody's quest for the final note. In 1964 Shaw stated, "Since we are 
dealing with afunction through time, then all of music's elements are also 'in 
functioning' and 'becoming.' All of them ... must be in constant change .... The point is 
317 Shaw, letter to COC, October 22, 1964. 
318 Shaw, Jetter to COC, October 9, 1957. 
319 Shaw, Jetter to COC, October 29,1957. 
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that music is animate, it is a growing or withering, a quickening or slowing ... The signal 
of life is change. Change is the 'constant' of phrasing.'mo 
Shaw maintained melody never loses momentum from its inception. It constantly 
strives to reach its final note . He wrote, "Melody is a note looking for a place to sit 
down.''321 "If music truly exists" Shaw philosophized," in time-from Now to 
Somewhen-then its life and logic, are concerned with becoming. The Now always must 
justify the Next and seminate the Soon, and successive horizons of Soons should 
ultimately reveal the Whole. Our study of music is a study of getting from Now to Then 
(future) along the path of inevitability and beauty .''322 In this vein, he suggested that 
analysis of a work's melodic material begins on the final note and work in reverse.323 
In 1986 Shaw added to his melodic energy credo . A melodic line is-as are all 
melodic lines-comprised of a "beginning, middling, and ending.''324 This idea 
subsequently assumed various guises (i.e. initiating, transmitting, and concluding; and 
departing from, passing through, and arriving at), which illustrated the form and function 
of the melodic line. Shaw's point was that each note of a melody assumes the 
responsibility of either departing from, passing through, or arriving at another note, 
grouping, or larger phrase until the piece ultimately arrives at its resting place- the final 
320 Shaw, letter to COC, October 22, 1964. 
321 Shaw, letter to ASOC, January 14, 1986. 
322 Shaw, letter to COC, October 22, 1964. 
323 Shaw, typewritten notes, "Tanglewood Notes-1947 ,"Box 203, Folder 53, MSS 86, Shaw 
Papers, Yale University. 
324 Shaw, letter to ASOC, January 14, 1986. 
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note.325 These three functions define each note. Shaw believed depriving any note of its 
"it-ness" (function and right to life) denies its contribution to the ebbs and flows of 
melody, which create a phrase?26 
Fundamentally, Shaw believed communicative phrasing is the manipulation of 
those musical elements that are capable of change. Properly proportioned, related, and 
executed, they become intelligible to the listener. He maintained that time, tone, and text 
are capable of change. He divided each of these into additional subcategories, creating a 
web of concepts that ultimately contributes to locomotive and expressive phrasing. I have 
created Table 3.2 to display Shaw's web of phrasing components. 
325 Shaw qualified these concepts: "Of these three functions the middle one [transmitting, 
middling, or passing through] occasionally is missing altogether, so that-under the 
'microscope' -one frequently may find only 'departing from' and 'arriving at.' On the other 
hand, one may discover from time to time a multiple of 'passing throughs' between a 'departing 
from' and an (however temporary) 'arriving at.' ... 'Initiating,' in one significant respect, is a 
mis-leading term. Obviously there has to be a beginning note to any melody. But, it is seldom in 
the Bach line, it seems to me, that the melody flows prodigiously from the first note-as though it 
were some sort of generating 'spring' -a source which originates, defines, and dictates all that 
which is to follow. Rather, it is more nearly true in a theoretical sense-as it is more productive in 
a practical sense-that the final note is the generative one, the destination toward which every 
other note flows. For me, it is the note of arrival-together with the series of interim temporary 
reposes-which, more truly than the initiating note, helps us to discover junction. If, then, there 
are only three forms of melodic energy (or function) and if, even occasionally, the middle one of 
these is absent, it follows that the long Bach line is a progressive accumulation of two- and three-
note melodic cells ... at last, compounding into 'qualifying phrases' and eventual 'sentences.' 
Our responsibility, as performers, is to discover and to sound these minutiae of motion." Shaw, 
letter, to ASOC, September 17, 1987. 
326 Shaw, letter to ASOC, January 27,1976. 
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Table 3.2 Shaw 's elements of phrasing 
Phrasing 
Syntax + Energy 
Time Tone Text 
Tempo Dynamics Syllabic Accentuation 
Duration (melodic accentuation) Punctuation 
Rhythmic Accentuation Color Enunciation (articulation) 
Shaw regularly maintained that the choral disciplines share reciprocal associations 
with each other. Adjustments in one will have an effect on another. Consequently , 
parsing them into categories runs the risk of oversimplifying their function. This is 
particularly true with regard to the accentuation of time, tone , and text. Rhythmic 
accentuation , Shaw granted , is not easily delineated from melodic accentuation and text 
accentuation . Rhythmic accentuation is a matter of emphasis-strong versus weak, heavy 
versus light, or anacrusis versus crusis. Phrasing is "a progressive accumulation of two-
and three-note melodic cells .. . at first combining to form four-, five- and six-note 
'words ' and , at last, compounding into 'qualifying phrases ' and eventual 'sentences.' Our 
responsibility , as performers, is to discover and to sound these minutiae of motion ."327 
Identifying melodic cells, according to him, requires performers to return to their nature . 
Just as humans are constructed of pairs (e.g. hands, feet, vocal chords), so are many 
molecules comprised of two notes. Then again , molecules of three-the human brain is 
comprised of three components , one of which has two hemispheres-are also prevalent, 
which he justified as the "imbalance" that balances two 's monotony. 
327 Shaw , letter to ASOC, July 1987. 
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Shaw believed that tempo (pulse) is inviolable. In the context of phrasing, 
durations not altered by a change in tempo are, according to him, "products of 
articulation."328 The treatment of dotted notes serves as an example. Returning to the 
Requiem's second-movement fugal subject, it is difficult to achieve a proper rhythmic 
articulation if dotted notes are allotted their full duration (Ill . 3.1). Simply shaving a bit of 
time off the dotted note (Shaw requested "approximately a dot's worth") will secure the 
placement of the subsequent eighth note and assist in the phrasing. Shaw additionally 
inserted "ben misorato e marcato" and ">" above the eighth notes to aid the singer in 
properly placing the eighth notes of the subject. 
Illustration 3.1 Rhythmic accentuation, Brahms, Ein deutsches Requiem, mvt. II ("Denn alles 
Fleisch es ist wie Gras"), mm.206-212, baritone/bass part 
206 
Allegro non troppo ("ben misorato e marcato " - RS) 
f > > r > F' > B. v=~1'c f # r· p I f' ~ J. ) I r r If' v ~ I > 
Die Er 
-
10 
-
se- ten des Herrn wer- den wie - der kom - men, 
210 
F' > a~ pf' > qp B. v=~!z f' ~ p I r· ~ I c • v r J J 
und gen Zi on, und gen Zi on kom - men mit Jauch - zen, 
NB: all artiu/cations edited by Shaw 
328 
"Within a constant tempo, presumably, all durations are specified by the composer. This, 
however, is not actually true down to the very fine detail. We find, for instance, that we cannot 
achieve a decent rhythmic articulation if we sing most dotted notes to their full duration. We find 
that within diminuendo rhythm is clarified if one adds a slight marcato or even staccato, which in 
fact may be a shortening of the sound itself-without a shortening of the time it (plus its 
fractional silence) occupies. Continually at the ends of phrases we find ourselves shortening final 
notes and supplying 'rest values' for breathing so that the new phrase may begin in tempo," 
Shaw, Jetter to COC, October 22, 1964. 
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Shaw asserted that hemiola (ratio of two equal notes in the time normally 
occupied by three or vice versa-2:3 or 3:2) is also a form of rhythmic accentuation.329 
"Obviously," Shaw qualified, "this may have dynamic manifestations, but they will be 
manifestations of what is fundamentally a change in rhythmic stress .... There is a kind of 
basic psychological response to the inner-stresses of metre [sic] itself. These stresses are 
not nearly so concious [sic] as those of dynamics.'mo The closing of the fourth 
movement's imitative section illustrates his point (Ill. 3.2). In mm. 143-148 , the 
sopranos' and altos' rhythm creates a hemiola within the 3/4-meter (2:3). The contrast 
created by their rhythm innately produces rhythmic accentuation, which manifests a 
slight increase in volume. Such an increase, although technically a dynamic shift, is 
caused by the rhythmic tension, as opposed to a purely intentional dynamic increase. 
Shaw ensured the rhythmic accentuation created by the hemiola was audible by inserting 
tenuto markings in the women's parts. The accents placed above the men's parts-
augmenting the feel of 3/4-further highlights the hemiola. 
329 Shaw, letter to COC, October 22, 1964. 
330 Ibid. 
165 
Illustration 3.2 Rhythmic accentuation, Brahms, Ein deutsches Requiem, mvt. IV ("Wie 
lieblich sind diene Wohnungen"), mm.143-148, choral parts 
A. 
T. 
A. 
lo ben, __ _ 
I (/) 
die lo 
I I (/) 
::> 
ben, die lo ben, 
die lo 
fl I 
I I 
lo ben, __ _ 
die lo ben, 
die 
ben, 
lo 
lo 
ben,, __ _ 
r 
die lo ben, 
die 
die lo 
ben, __ 
ben, 
r 
die, 
=======~-(p) 
ben dich 
lo ben_ dich 
NB: Tenuta, staccato, and accent markings are Shaw's 
Rhythmic articulation can also assist melodic accentuation. For instance, Shaw 
regularly recommended a slight staccato (poco staccato) articulation to clarify 
decrescendi . The final portion of the imitative section in movement four illustrates this 
concept (Ill . 3.2) . Shaw inserted staccato marks in m. 148, which he believed helped the 
166 
singer gradate a decrescendo with greater precision, clarifying the melodic accentuation, 
and therefore illuminating the overall phrase. One musical element influences another-
articulation (time) assists diminuendo (tone). 
For Shaw, melodic accentuation or phrasing was primarily a matter of dynamics, 
which increasingly came to the forefront of his phrasing theory. His association with 
cellist and conductor Pablo Casals in the early 1960s informed his concepts of phrasing 
and dynamics. Shaw and the COC were first invited to participate in the Festival Casals 
in the latter half of 1961.331 Shortly thereafter, Shaw began publicly contemplating the 
specifics of dynamics: 
I have often wondered if there weren't really two rather distinct phrasing 
techniques: one for what we term "homophonic" music ... and another for 
"polyphonic" music. 
The term that indicates to me where the distinction lies is "unit of dynamic 
contour." Now that may sound a bit fancy-pants, but it at least says it all at once. 
Another term might be "span of the soft-loud." That is: with respect to dynamics 
(loud-softness), music has a shape-a contour. To fall back on a not ineffectual 
metaphor, the unit of phrasing in music is like wave: it has amplitude ("rise" and 
"fall") and it has motion or direction (it goes someplace). 
Now in homophonic music the unit of "rise and fall," of "loud-soft," is 
usually no more than the short span of a single chord or word or even syllable of 
a word. And the shape of the "loud-soft," the "dynamic contour," will be closely 
hinged to the phonetic structure of the word, to the proper proportions of vowel 
to consonant and vowel to vowel. 
In the sense of polyphonic music it seems to me that this dynamic contour is 
of much greater span; and while the habit of proper phonetic enunciation can 
only enhance legato phrasing, I'm almost ready to believe that too finicky 
attention to syllable stress will destroy this larger grace. The loud and soft of 
polyphonic music, like the Brahms motet, relates not so closely to word as to 
331 First mention of the Casals Festival is made in a letter to the COC (from Shaw's assistant Edna 
"Eddie" Burrus) dated, November 30, 1961. A letter titled "Strictly Confidential" followed on 
March 15, 1962, preceding the Festival's official announcement. Casals apparently maintained a 
working relationship with Shaw and the COC throughout the fall of 1963, preparing for a New 
York performance of El Pessebre at the United Nations Organization headquarters on October 24, 
1963. Based upon Shaw's letters, it is clear that the COC attended the Festival Casals in the 
summers of 1962-65. Shaw toured South America in the fall of 1964 (Bolivia, Venezuela, Chile) . 
There is no mention of Casals's participation, although it is conceivable that he was part. 
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musical phrase; and if we extend the metaphor, is comparable to the ocean swell, 
which may be hundreds of feet between troughs or may possess many minor 
waves. 
What is required here is a maximum of tensile quality-steadiness, strength, 
control-and the ability to register slight and subtle graduations of loudness over 
a span of many notes and many syllables. 
Here is another variable then-dynamic contour-to set along side of choral 
tone. Do you follow?332 
The following year (1964) Shaw distributed a five-page essay on his theory of 
phrasing, wherein he claimed that dynamics are "by all odds the most critical, important, 
and pervasive of phrasing's inventory of techniques."333 In 1982 he came to view 
dynamics as the "principal means by which a chorus becomes human." Aside from 
briefly mentioning dynamic "shadings," he offered little detail regarding how and where 
they were to be applied. By the early 1990s Shaw had unquestionably refined his 
ideology of dynamics. Disappointed with the results of a rehearsal in the fall of 1991, he 
wrote a letter to the chorus, which detailed his principles of dynamics and explained 
precisely how they were to be executed. His missive exhibits the breadth and depth of his 
contemplation of choral artistry. His letter is offered verbatim: 
332 Shaw, letter to COC, January 31, 1963. Although this letter is dated January 31, 1963, a 
postscript by Edna Burrus (Shaw's assistant) claims that it quotes a letter from "the file of old 
Collegiate Chorale letters." Burrus typically cited the date of recycled letters but does not in this 
instance. No other letter to this effect has been located in the collection obtained from Jones 
(October 24, 1956-November 3, 1999), or Blocker's book. Jones's collection does not include 
letters from the days of the CC (1941-1954). And while Blocker's book does include some letters 
from that time period, it is not comprehensive. A survey of the holdings in Yale's archival 
collection of Shaw's materials also did not yield a letter of this nature from an earlier date. If the 
recycled letter of 1963 was drawn from a document written to the CC, it is evident that Shaw had 
contemplated the specifics of dynamics as early as 1941, which shifts the timeline back 
approximately one decade. This does not significantly alter my argument. Although Shaw 
plausibly made mention of dynamics prior to the late 1950s, the 1963 letter demonstrates that his 
notions were precursory in comparison to his mature theories of dynamics. Moreover, the fact 
that it resurfaced-apparently verbatim-makes it clear that they had not significantly evolved by 
1963. Finally, the timing of the reprint coincides with Shaw's connection with Casals, whom 
obviously spurred deeper thought regarding dynamic execution. 
333 Shaw, letter to COC, October 22, 1964. 
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Since you asked for it-Rudiments of Choral Singing: Dynamics, Accentuation 
and Articulation 
Our entire initial rehearsal methods are geared towards learning pitches and 
rhythms as quickly and as effortlessly as possible. Count-singing and quiet 
rehearsal are calculated to accomplish these things-but they are not the final 
product. 
That "final product" has two additional elements: first, a convincing over-all 
profile of dynamic flow and ebb; and second, a multitude of inner accentuations 
and shadings-thrust and withdrawal, bump and run, shadow and flicker-each 
vocal section alive to its particularity and creative responsibility. And obviously, 
I was a flat-out failure at last night's rehearsal insofar as getting our chorus to 
achieve both the large dynamic contours and the precisions of articulation and 
accentuation, which make for textual clarity and rhythmic propulsion. 
After the right notes-there's still all of art. Unwavering and purposive 
control of dynamics and accentuation is the means by which a series of notes 
becomes a musical phrase. Which means that it is the principal means through 
which musical "meaning" (whatever that means) is achieved. 
Expressive dynamics-the unceasing thither and hither of crescendo and 
diminuendo-are also the medium through which a choral conglomerate 
becomes a convincing musical personality. Only under the rarest of 
circumstances may a musical phrase be left senza expression: without some 
shaping of dynamics. 
It is not enough that we sing piano or forte; we are obliged to sing within 
piano or forte. Merely from J2I2Q to iff there are no Jess than eight hierarchies of 
dynamics: J21212, 12J2., J2, !JJ]!_, mf,f,.fi,iff. And within each of these eight categories 
there can be an infinity of shadings before one arrives at the adjacent level. The 
choral sound must be constantly on the "wax" or the "wane." 
No note or syllable-however short-must be allowed to pass without 
attention to two factors. First, its independent profile (its is-ness): a combination 
of accentuation and enunciative constituents, which give it an identity and its 
"place" in time. Second, its function in the larger musical phrase-whether it 
rides a wave which advances or one which recedes. 
This is the most complex of the choral singer's disciplines. The myriad 
sounds of speech (with which no instrumentalist has to deal), all of language's 
natural rhythms and accentuations make constant war against the tonal and 
metric prescriptions of music. The choral singer has to subject the linguistic 
habits of a life-time [sic] to the artificial specifications and artistic implications 
of the composer. And not until she/he and their collaborators are able to combine 
discipline and creativity does the chorus become "a living soul." 
Consider for a moment, the "independent profile" mentioned above. Normal 
speech patterns have a rise and fall in both pitch and dynamics. When we speak 
we make certain sounds higher or lower than others, and we make some sounds 
louder or quieter than others, for clarification or emotional emphasis . Some 
sounds of speech are also longer or shorter than others-but in no way as 
extremely disproportionate as some of music's textual demands. 
In music's attempt to create a suitable auditory (emotional/psychological/ 
aesthetic) environment for a text, though all sorts of dislocations and distortion of 
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normal speech rhythm and accentuation may occur, the gifted composer still may 
manage to "personify" or illumine his text. 
Such personification and illumination are by musical means. With few 
exceptions this means that the customary rhythms, pitches, durations, and 
accentuations of speech must be replaced by musical rhythms, pitches, durations, 
and accentuations. One moves from the "elegance" of the spoken word to the 
"revelation" of its musical manifestation. (In our time even the spoken word is 
nearly a lost art, as well as one particularly vulnerable to collective gabble.) 
In musical time each note becomes a musical "event"- to be slurred or 
accentuated, to be increased or decreased, to be lengthened or darkened-or any 
combination of the above. But each syllable also bears an additional 
responsibility. It has to provide a discriminating attention to its function as 
melody or accompaniment in the musical sentence of which it is a part. Each 
syllable must be crafted with care and precision-and also take its place in a 
sequence . 
This leads to a few over-stated- but basic truisms: 
1. There are no "weak" beats. Short notes are no less "vital" than long 
notes. They simply have a more abrupt accentuation: (>,or T) vs. 
(<>). 
2. One should be able to tell from the manner in which a note is 
"attacked" how long it will last: (n frequently will require~ or:!:) 
(a [whole note] will frequently require<>) . 
3. In crescendo one can step up the dynamics by marcato (>)accents. 
In diminuendo one must "step down" the dynamics by short commas 
( , ) or a series of poco staccati ( -; -; -; ) . 
4. In general, accompanying materials should be somewhat pointillistic, 
less sustained and somewhat quieter than principal melodic 
materials. 
5. Theoretically, it might be possible to annotate or "edit" a score to 
within an inch of its life-and that's the problem. Exactly where 
there are no dynamic instructions is where the singer's creativity 
begins. 
The only worthwhile musical collaboration is voluntary, creative, and 
unanimous. Now is the time for all good persons to come to the aid of their 
performance with all the nuances and disciplines the composer didn't have time 
to-and the editor didn't have the intelligence to-write. Right? 
Given its date, Shaw's letter regarding dynamics displays the reflections of a conductor 
with approximately 50 years of experience on the podium. Although a few additional, 
germane details have been unearthed in the author's research, Shaw's letter of 1991 
fundamentally exhibits his mature theory of dynamics and how they create phrasing. 
334 Shaw, letter to ASOC, October 29, 1991. 
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The crux of Shaw's phrasing ideology is the conviction that music's meaning is 
conveyed through assiduous attention to its components-dynamics, energy, and 
accentuation. "It may very well be," he wrote, "that the rarest-but defining-quality of 
great art ... is integrity-a wholeness. Meaning-absolute meaning-therefore, exists in 
even the smallest detail. In every note or phrase justly formed we meet the whole work. 
And should we hasten lightly over the top and length of the work, we evade more 
understanding than we engage.'m5 Shaw's Carnegie Hall Workshop DVD exhibits a 
sequenced approach to perfecting skills required to execute phrasing. Precise rhythm and 
intonation were first achieved by means of count singing at a piano dynamic level. 
Subsequently, he addressed the nuances of dynamics, his means of phrasing. 
While rehearsing the Centennial Chorus in Carnegie Hall for performance of the 
Requiem, Shaw stated, "I heard him [Casals] say, 'Gentleman, we don't play piano or 
forte, we play within piano and within forte,' so that each note has a life in terms of its 
dynamics-it's either growing or receding, or sometimes both.''336 Shaw listed several 
dynamic levels and smaller shadings of decrescendo as.ff, poco ff,f, poco f, mf, poco mf, 
mp, poco mp, p, poco p, pp, and poco pp. The poco (little) qualifier, he explained, 
signifies the "half-dynamic" level between the primary dynamic levels (e.g . .ff, mf, or 
p).337 Traditional music symbols, Shaw asserted, do not adequately reflect the execution 
of dynamics. He believed that a crescendo or decrescendo was comprised of the 
335 Shaw, letter to ASOC, January 27, 1976. 
336 Shaw, Preparing a Masterpiece, A Choral Workshop on Brahms's A German Requiem, 
c.l:Ol:lO. 
337 Ibid., c.45:02. Shaw's scores also exhibit the qualifier pil't (more) in relation to crescendo. The 
ascending dynamic levels (and shadings between) are pp, piit pp, p, piit p, mp, piit mp , mf, pitt mf, 
f, piitf,ff, ph'tff(or tuttaforza, "full force") . 
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cumulative effect created by each of its constituent notes' shadings . Accordingly, the 
upper line of the symbol should curve (Shaw physically demonstrated during the 
workshop) to illustrate the ebb and flow of each note (Fig. 3.1). 
Figure 3.1 Dynamic symbol comparison 
Traditional Symbol Shaw's Symbol 
< ~ 
> ~ 
In addition to matters of intonation and rhythm, count singing encourages 
proportioned dynamic shifts. Subdividing notes assists the vocalist in apportioning shades 
of volume to each rhythmic fraction. While count singing the Requiem's third movement 
(mm. 17-33) Shaw urged: 
Don' t any of us deny ourselves the great excitement of being a little bit 
concerned with ... the contour of the phrase, in terms of its dynamics. I'm not 
talking now, for the moment, about text; I'm forgetting that. Recall what I quoted 
yesterday about Casals [we play within piano andjorte] . ... Never let two 
consecutive numbers be of the same dynamic: always crescendo or diminuendo. 
Try to stay within piano. Reach up to mezzo piano but not beyond it. Reach down 
to double-p [pianissimo] but not below it. Never let a tone go un-sterned.338 
338 Ibid., c.l :01:45. Shaw's referral to momentary intensifications or shadings within broader 
dynamic shifts is similar to the concept of messa di voce. Messa di voce, the crescendo-
decrescendo effect applied to sustained notes, was employed in the 17th-, 18th-, and 19th centuries . 
In his book, Performance Practices in the Classical Era, Dennis Shrock compiles primary-source 
quotes that evidence fascination with and prevalence of the practice, particularly in solo literature. 
Shrock argues that the technique likely pervaded ensemble performance as well. His research 
reveals that treatises and other scholarly discourse on the concept of messa di voce persisted well 
into the latter part of the 1840s (c.1847).1t is possible that this performance practice (in some 
form) continued to exist and was employed in performance of the Requiem some 20 years later . 
To date, there is no evidence supporting Shaw was formally aware of messa di voce as a concept. 
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Illustration 3.3 visually approximates the aural results of his advice. Each note, devoid of 
text, moved through crescendo or decrescendo while remaining within the overall 
prescribed dynamic. Shaw's score edits were included to exhibit the extent to which the 
chorus shaded each note. For instance , the tenuto marking, which he inserted for all 
voices in m. 30, demonstrates his notions of ebb and flow-in effect a slight increase in 
volume within the ebb of decrescendo. The decrescendo symbol, as Shaw demonstrated, 
should curve slightly in the latter have of m. 30 to reflect this adequately. The staccati he 
placed in m. 26 were meant to clarify dynamic descent. 
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Illustration 3.3 Shaw's dynamics, Brahms, Ein deutsches Requiem, mvt. III ("Herr, lehre 
doch mich") , mm . 17-33 , choral parts 
"poco marcato, sole nne e ben misorato "-RS 
17 p (-<::.. >) c --=::.piu p piup 
~fl ~
s. 
~ "' 
1'\ p (-<::..>) c --=::.piu p piup_ 
A. 
._; ~RS • • u • 
------
* 
1'\ p (-<::..>) c --=::.piu p piup_ 
-
T. 
~ RS I I I I 
p (-<::.. >) c --=::.piu p piup ~
B . 
.... RS I I I 
; 3fl c -==:::piu p ::==--- p ) 
--==== (piup) (-=:::::::: ::::::==--) 
s. 
~ • u - RS I 
fl (<piup p ) --==== (piup) (-=:::::::: ::::::==--) 
A. 
~ u tf-61- u .. 
- '"".__.Y ":" ":" tf~RS • RS 
"l (<ft._P p ) --==== (piu p ) (-=:::::::: ::::::==--) 
T. 
~ I I I I I I I RS 
(<piup p ) 
--==== (piup) ( .--=::_ ::::::==--) 
B . 
.... 
'--""' 
I I 
28 mf-RS mp-RS (-=::::::: ::::::=-) 
~ fl ·RS 
s. 
~ u 
fl mf-RS mp-RS (-=::::::::: :::::=-) 
A. 
._; • RS u tf-61- u 
1'\ mf-RS mp-RS (-==: ::::::::==--) 
T. 
t' RS '-" 
mf-RS mp-RS (-==: :::::=-) 
B . 
..... I I I I 
NB : Shaw markings denoted by "RS ." Author 's edits-based on Carnegie Hall DVD- inparentheses. 
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Extended Diminuendi, Shaw noted, are especially difficult for ensembles. 
Vocalists either execute them carelessly or decrescendo too quickly, arriving at the 
prescribed dynamic too soon. He was discontent with decrescendi that ended, in his 
words, "limp wristed ." He maintained a diminuendo should contain intensity and beauty 
to its end. Consequently, Shaw encouraged his vocalists to create terraces of release, 
which allow each note a particularity (a precise level of volume, intensity, and beauty)-
its "it-ness." 
In the Requiem's second movement mm. 54-65 illustrate this concern (Ex. 3.1) . 
Brahms instructs the chorus to begin the return of the "a" material forte. Atm. 60, a 
diminuendo dissolves to piano (m. 63), followed by further decrescendo throughout mm. 
64-65. If managed poorly, the overall dynamic decline will be too short, which dilutes 
the effect Brahms clearly had in mind . 
Example 3.1 Brahms, Ein deutsches Requiem, mvt. II ("Denn alles Fleisch es ist wie Gras" ), 
mm. 54-65, soprano part 
54 f 
s. &~~v~~ # # r I r F I IT ''F lr ''F IJ r I r F 
Denn a! - les Fleisch es ist wie Gras und a! - le 
60 dim. &~" ~ J p S. IT ''F I r I J d I J ,, ~ J IJ J I J J l 
Herr - lich - keit des Men - schen wie des Gra - ses Blu- men . 
Shaw edited the choral parts to assist the ensemble in gauging dynamic descent over the 
prescribed number of measures. Illustration 3.4 exhibits the scheme he assigned to the 
same phrase. 
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Illustration 3.4 Shaw's dynamic scheme, Brahms, Ein deutsches Requiem, mvt. II ("Denn 
alles Fleisch es ist wie Gras"), mm. 54-65, soprano part 
54 ff marc. sost. 
S. ,~~~ ~ I l l f lr F I IT I'F lr 1/ ~ 
piuf 
~~r I tJ f I r F 
Denn al Jes Fleisch es ist wie Gras und aJ Je 
60 
-dim. dim. ,~1·1,~~ mp S. IT I'F I r J I J d I J 
espr. 
J I J J I J J 1 
Herr - lich - keit des Men - schen Gra - ses Blu- men. 
NB: All edits are Shaw's 
Shaw implemented a gradual decrescendo over the ten-bar phrase . First, the 
openingfwas adjusted to .!f. Second,piufwas added to the end of m. 58. Third, he 
displaced the diminuendo (m. 60) one measure. Fourth,p was adjusted to mp (m.63). 
Finally, he added espressivo to the third beat of m. 63. Shaw's addition of "marc. sost." 
(marcato sostenuto) to the beginning of the phrase is of interest. The poco staccati 
articulation Shaw recommended in diminuendo achieves a similar result to that of 
marcato sostenuto. Marcato (marked) indicates a clear, emphasized attack of each note, 
followed by a rapid decrease in volume. Sostenuto (sustained) requires a more sustained 
level of intensity throughout the note's duration. In combination, both articulations 
require an ebb and flow of intensity. He believed the opposing nature of marcato and 
sostenuto articulations contributes to achieving a terraced, gradual decrescendo. 
Conversely, Shaw observed choruses more effectively sing crescendi if they 
employ a poco sostenuto (little or slightly sustained) articulation. The fifth movement, 
"lhr habt nun Traurigkeit," contains a short and practical example. The chorus echoes, 
"wie einen seine Mutter trostet" (as one whom his own mother comforts) four times 
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throughout the movement. Except for the first (where the baritones/basses have different 
rhythmic and melodic material than the rest of the chorus), every instance of "einen 
seine" is exactly the same. The vocal parts sing an eighth-note motive on the same pitch, 
marked with a crescendo. This motive is not louder than piano throughout the entire 
movement?39 It is thus incumbent upon the vocalist to phrase within the realm of piano to 
pianissimo (Ill. 3 .5). 
Illustration 3.5 Shaw's crescendo approach, Brahms, Ein deutsches Requiem, mvt. V ("lhr 
habt nun Traurigkeit"), m. 24, choral parts 
S. 
A. 
T. 
B . 
:.4() spp) 
~ 
ein nen sei 
(\ JPP) 
~ ;t~ 
ein nen sei 
fl JPP) 
tJ 
ein nen sei 
(pp) 
..... 
ein nen sei 
ne 
ne 
ne 
ne 
~ 
Mut ter 
-~ 
Mut - ter 
I 
Mut 
Mut 
-
ter 
-
ter 
NB: Tenuta marks are Shaw's 
This example is instructive for several reasons. First, the basic shaping of this 
motive is guided by the written crescendo. Second, the successive eighth notes-the 
foundational subdivision of the entire movement-further assist the vocalist in terracing 
the slight increase of volume. Shaw clearly felt these two components were not sufficient. 
339 The two instances of mp (mm. 22 and 75) noted in the analytical graph (Chapter 1) are Shaw 
edits contained in the Band 17 full score and the choral score, 1989. 
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He inserted tenuto marks to ensure rhythmic precision, aid in nuancing each eighth note, 
and reinforce the sustenance (poco sostenuto) required to proportionately crescendo 
within the prescribed limits. Shaw asserted every note must be a musical "event." This 
may be easier to perform when two consecutive notes are different pitches-each note's 
unique sonority is an event in and of itself. Making their "it-ness" eventful is slightly 
more challenging when two or more notes are the same pitch. The initial stress created by 
a tenuto articulation creates a slight increase in volume, which inevitably results in a 
subsequent decrease. One might alternatively place "hairpins"(<>) over each eighth 
note. Shaw explained the vocalists begin at the appointed dynamic, crescendo slightly, 
and then decrescendo. Because all four eighth notes are within an overall crescendo, each 
subsequent eighth note must begin slightly louder, crescendo a bit more, and finally 
decrescendo-but only to the dynamic point, at which the next eighth note begins. This 
succession of dynamic graduation leads ultimately to its loudest point. 
A larger, more complex span of crescendo occurs in the second movement, "Denn 
alles Fleisch es ist wie Gras" (mm. 254-268). Illustration 3.6 exhibits Shaw's edits, 
which carefully guided the gradual crescendo. He designated signposts, at which specific 
dynamic levels were to be achieved-ultimately leading to fortissimo in m. 267. Various 
articulation markings were also inserted to aid with the stress of the phrase. Further, 
Shaw assigned different dynamic levels to each vocal line. For instance, he requested that 
the altos sing mezzo forte while the tenors sing mezzo piano in m. 261.4. He specified the 
treble voices should sing piu forte and the lower voices forte in m. 264.4. These address 
balance, which he considered a dynamic concern. 
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Illustration 3.6 Shaw's dynamics and accentuation scheme, Brahms, Ein deutsches Requiem, 
mvt. II ("Denn alles Fleisch es ist wie Gras"), mm. 254-268, choral parts 
254 p espr.-RS 
,;' f'J L 
S. 
-.; V'-" ~ 
und Schmerz, 
f'J I p espr.-RS 
A. 
-.; 
-d jt-e-___.,-e-~ 
und Schmerz, 
(l p espr.-RS 
T. 
I ---_..--
und Schmerz, 
p espr.-RS 
B . 
' 
___..----_..--
und Schmerz, 
261 
mf-RS cresc. 
,;' f'J L 
S. 
-.; 
'-' 
v• V":' I 
(l zen mf-RS cresc. mf-RSwird weg, 
A. 
-.; 
._:!- ~--- V"!" V"!" 
-zen wird weg, wird weg, 
(} I mp-RS cresc. mf-RS 
T. 
I 
wird weg, ~ 
I 
-zen wird weg, 
mf-RS ,;,. cresc . . 
B. 
.... 
-zen wird weg, 
265 RS->----._ 
,;' (} I ~ • ff-RSb,;,. 
s. 
~ I 
weg miis sen, weg 
f'J L RS- ff-RS 
A. 
~ I I .. I I I 
weg mus - sen, weg 
(l b.o. RS->----._ ff-RS 
T. 
I weg miis sen, weg 
b. ff-RS 
B. 
I Rs->- .. 
weg mus sen, weg 
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-- ----
"1 '--"" 
und Seuf 
-
-e- -e-q-& 
und 
----------
und 
und 
Seuf 
.,..___ 
Seuf 
___..-
Seuf 
piuf-RS 
I 
wird weg, 
b.;,. 
I 
wird weg, 
RS->----._ 
0 h 
miis 
RS-, 
miis 
RS->----._ 
miis 
Rs-~ 
miis 
I 
"fRS wird pm -
sen. 
sen. 
sen. 
#-
sen. 
I 
wird 
f .. 
wird 
f 
wird 
NB: Shaw edits marked "RS" 
Balance 
Shaw was noted for his skill at balancing ensembles, especially those that 
consisted of vocal and instrumental forces. According to Burris, Richard Dyer (former 
Boston Globe music critic), praised Shaw's keen sense of balance following a 
performance of Beethoven's Ninth Symphony in 1997. Dyer wrote, "You could hear 
every note in this performance, but what made the experience of Shaw's performance so 
profoundly moving-and so appropriate-was that you could also hear the function of 
every note and its meaning."340 Association with Waring, radio and television 
broadcasting, and the recording industry likely influenced Shaw's sensitivity to 
balance?41 The limitations and demands of early recording equipment and spaces 
required an astute sensitivity to balance among the performing constituents. Evidently, 
extreme dynamics were of particular concern because they caused distortion-the 
technology was not particularly sophisticated. Balancing choral and orchestral timbres in 
the recording context was equally challenging. 
340 Richard Dyer, as quoted by Burris, 229. 
341 In a letter to the COC, dated January 22, 1963, Shaw provided a "bare outline of choral 
techniques" that he had once written for the CC. Regarding "Radio Dynamics," he wrote, "High 
dynamic levels betray individual vocal differences ... the stronger voices predominate ... choral 
tone as a consequence is 'thinned.' ... It is better to work within a dynamic range of ppp to mf, 
rather than that of mp to fff . ... In the final analysis the sound engineer can always make quietness 
audible and loud sounds faint .. . the important thing is dramatic coloring, not loudness or 
softness." Alan Miller asserts that Shaw, when not rehearsing or conducting Waring's Glee Club 
in performance assisted recording engineers with various matters. According to Miller, Shaw 
claimed that his most significant concerns were "musical ones: achieving just balances, 
intonation, and enunciation," Miller, "Choral Recordings as History: A Study of the Recording 
Techniques of Five Choral Organizations," (PhD diss., Florida State University, 1992), 230. 
Mussulman also discusses how work with Waring and the recording industry attributed to Shaw's 
approach to balance, 14-15 and Chapter 8. 
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Shaw clearly believed his choral experience made his approach to balance astute. 
Discussing the virtues of the choral conductor in relation to balancing an orchestra he 
once stated, "But the great thing which the conductor can bring from the chorus to the 
orchestra is the matter of balanced sound. Since in choral work you only have the four 
lines, you're working with a procedure, which just needs to be followed in order to make 
the music sound. Otherwise you have no profile at all; all you do is swim in a gluey mass. 
And so anyone who has worked with a chorus has a sensitivity to balance."342 
Shaw was troubled by many conductors' approach to balance. He believed 
commanding choral singers to "blend" fails to acknowledge balance is comprised of a 
number of skills, all of which require keen attention and artistic manipulation. He 
asserted balance, in part, requires the manipulation of dynamics and accentuation . His 
fourth basic dynamic truism is, "In general, accompanying materials should be somewhat 
pointillistic, less sustained, and somewhat quieter than principal melodic materials." 
Shaw's thorough editing of all parts resulted in a careful and informed vertical 
adjustment of dynamics so the melodic and harmonic materials coalesce into a coherent 
texture. Various accentuations were additionally inserted to assist either the primary 
melodic idea in emerging or the subsidiary harmonic material in receding . Illustration 3.7 
exemplifies his application of this technique to the second movement of the Requiem. 
342 Molina, 28. 
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Illustration 3.7 Shaw's balance edits , Brahms, Ein deutsches Requiem, mvt. II ("Denn alles 
Fleisch es ist wie Gras"), mm . 219-222, piccolo , timpani, and organ omitted 
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This portion of the second movement is dense. The complexity of themes and 
instrumental timbres can be challenging to balance. The tenors sing secondary thematic 
material (doubled by the first and second trombones) against the primary theme, which is 
played by the horns and trumpets. Three contrasting motives are also present. The 
sopranos, altos, and baritones/basses (doubled by the clarinets, bassoons, bass trombone, 
cellos, and double basses) sing one, emphasizing the second beat of each measure. The 
flutes and oboes play a syncopated motive. Finally, the violins and violas have a triadic 
triplet figure. 
Brahms marked all parts of this section forte. It is unlikely a chorus'sforte 
(regardless of its ranks) can be proportionally balanced with an orchestra of the 
Requiem's size. Shaw found simply asking the orchestra to play softer and the chorus to 
sing louder an ineffective and frustrating solution to balance. Consequently, he adjusted 
as he determined was necessary. For instance, the tenors' thematic material was the only 
part he markedfortissimo. The brass-arguably the loudest section of the orchestra-was 
marked down to mezzo forte. The violins and violas were also marked down to mezzo 
forte- perhaps due to the size of their section and the density created by the triplet figure 
they play . He also diminished the clarinets' and bassoons' dynamic markings to poco 
forte. Since they double all choral parts but the tenors, Shaw may have been concerned 
the winds would overpower. He likely added terms such as "soli" and "sostenuto" to the 
horns, trumpets, and tenors in an effort to assist the emergence of their melodic material. 
Additionally, the horns and trumpets were assigned accents. In contrast, he placed 
staccato marks over subsidiary elements. These in combination with dynamic 
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adjustments make the accompanying harmonic materials less sustained, more 
pointillistic, and softer. 
Shaw, when necessary, employed one additional strategy to conquer issues of 
balance. If his careful editing did not achieve the desired result, he deployed vocal forces 
to bolster important melodic material. Writing to the ASOC in 1991, Shaw justified his 
technique: 
In all the recorded performances, which I have heard, insufficient attention . .. 
has been given to structural balances (the dominance of principal melodic 
materials) and to harmonic balances (the appropriate weight of each note in the 
accompanying chordal textures). Instead, the various voice sections seem to have 
ploughed ahead ... all too frequently clouding or betraying the composer's 
designs . 
The human voice has different natural sonorities throughout its ranges .. . 
most human animals speak or sing naturally in a median or middle range. 
Counter-tenors, schizotura sopranos, sub-basses and female tenors are the 
exception, not the rule .... Obviously, compromises with natural sonorities have 
had to be made. Among them: Sopranos, in general, sing in fairly sonorous parts 
of their range. Basses are assigned to lesser sonorities while tenors frequently are 
separated so far from their masculine counterpart that they invade the altos' 
ranges . 
There are only two ways to effect just balances . One would be to mark every 
note of each part with its own dynamic marking which, theoretically, would 
balance each quarter- or eighth-note as it sped by. A second would be to vary the 
number of singers for a musical phrase or for a specific chord or cadence. 
In my experience, the first method, in addition to being generally 
unmanageable, inevitably leads to a forcing of voices, with attendant fatigue, 
alteration of vocal color, and severe strains upon intonation. On the other hand, 
varying the number of voices allows each line also to be dynamically expressive, 
with its own innate or prescribed expressivity, and with a potential clarification 
of the composer's hopes, as well as his prescriptions?43 
Achieving just balance with the rearrangement of vocal forces was 
unquestionably a technique that Shaw acquired during his tenure with Waring and the 
broadcasting industry. Typewritten notes of 1947-used to address an audience at 
Tanglewood-both attribute this approach to "work with the Waring Glee Club" and 
343 Shaw, letter to ASOC, January 15, 1991. 
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make it evident that the technique of bolstering balance with additional vocal forces (as 
opposed to increased dynamic power within a section) was already part of Shaw's 
arsenal?44 In preparation for a performance of Hindemith's When Lilacs Last in the 
Dooryard Bloom'd, Shaw provided the COC with advice he had once offered the CC 
prior to an NBC broadcast: 
Proper choral balance is effected not by having a particular section sing louder 
for a given phrase ... proper balance is the result of a careful shifting of singers 
to the choral lines which should predominate ... the lower men's voices and the 
lower women's voices always should be given preferential numerical weight ... 
to insure proper perspective, so that one section does not seem nearer or more 
distant, it is wise to mix the singers thoroughly, again favoring the lower voices 
with nearer positions [vocal parts close in range]?45 
Shaw's discussion of this approach- the moving of forces to affect balance-was 
generally related to recording. It is clear that this technique was borne of the recording 
industry's demands. He employed it, however, in live performance as with that of 
Hindemith's Lilacs and the Requiem. 
Shaw generally shifted forces to other parts when the melodic material was in 
danger of being eclipsed by accompanying elements. Polyphonic music is particularly 
challenging in this regard. The third movement (mm. 144-148) exemplifies his method of 
redistributing forces to achieve balance (Ill. 3 .8). In addition to dynamic adjustments 
(louder for melodic material, softer for accompanying), Shaw directed specific voice 
parts-either tacit or singing less important material-to the melody. Further, the number 
of voices deployed to the melody (i.e. ~ of the baritones) depended upon a variety of 
344 Shaw, typewritten notes, "Tanglewood Notes-1947 ,"Box 203, Folder 53, MSS 86, Shaw 
Papers, Yale University. 
345 Shaw, letter to COC, January 22, 1963. 
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variables, unique to each ensemble and/or work. For instance , the strength of the section 
singing the melody was considered. Shaw may have chosen to send one-half of the 
baritones (as opposed to all of them) to the tenor part in m. 147 because only a few were 
needed to augment the tenor section . Conversely, perhaps only one-half of his baritone 
section was able to produce the proper color in that tessitura to unify with the tenors. 
A conductor may conceive of a specific vocal color for the melodic material in 
Illustration 3.8 . As example, if the tenor section of one ' s ensemble is not particularly 
warm or resonant in the lower portion of their voices, adding a fraction of baritones to the 
tenors' initial E-major arpeggio could achieve a preferred warmth or strength within the 
first part of m. 147. Alternatively , a conductor might have a tenor section that produces a 
shrill or inelegant tone in the upper register. Consequently , the second altos may support 
the tenors in the second half of m. 147, supplying a color and strength that is more 
desirable. Looking ahead, this would also assist with the imminent Bb that the tenors sing 
in m. 149 (Ill. 3.9) . Although not present in any of Shaw's scores, Illustration 3.9 is in 
keeping with his approach to balance. 
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Illustration 3.8 Shaw's balance edits, Brahms, Ein deutsches Requiem, mvt. III ("Herr, lehre 
doch mich"), mm. 144-148, choral parts 
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NB: All articulations and balance adjustments are Shaw's; adjusted dynamic markings denoted by "RS." 
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Illustration 3.9 Alternative balance approach, Brahms , Ein deutsches Requiem , mvt. III 
("Herr, lehre doch mich"), mm . 144-148, choral parts 
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NB: all articulations and balance adjustments are Shaw's; adjusted dynamic markings denoted by "RS." 
*Authors alternative recommendation. 
The conductor must also consider voice-leading principles when making 
decisions regarding balance. The transition from one vocal part to another is most facile 
via consonant intervals. Returning to the excerpt in Illustration 3.7, each part generally 
shifts to the melodic material through leaps of a minor third (m. 147, BI-T) or a perfect 
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fifth (mm. 145-6, TI-A; and m. 147, BI-tutti B), the exception being the large leap (a 
perfect l21h) that the altos must make to transition from the soprano part to their own in 
mm. 145-146. The pivot that Shaw chose for the return , however, is identical to the 
written alto part. Therefore, the first altos' shift should be no more difficult than if they 
were singing their own part. These notions guided the author's alternative suggestions 
(Ill. 3.8) . If a conductor chose to bolster the tenor part (mm. 147.5-149.4) with the 
second altos, the most convenient pivot point would be the shared G#(beat 4 in the altos 
and beat 5 in the tenors). The altos can simply descend a minor third when returning to 
their own part in m.l49?46 
346 The conductor could choose to have the second altos return to their written part following the 
Bb in m. 149. This, however, would create an augmented-fourth leap , which is less desirable 
voice leading. 
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CHAPTER FOUR 
SHAW'S QUEST-UNDERSTAND AND UNDERSTOOD 
As artists-and as human beings-our concern is not with how we feel about death or the textual 
imagery of the German Requiem, but how Brahms felt about these things. And the way we learn 
about his feelings is by learning to "speak" his language-as perfectly-and as trustingly as we 
can.347 
Language 
Burris describes Shaw as a "word man," meaning someone who has remarkable 
facility in language?48 Jones similarly characterizes Shaw as a "word smith."349 Jessop 
states, "I don't know of anyone who had a greater respect for the written and spoken 
word than Robert Shaw ."350 The collection of Shaw's writings reveals a considerable 
breadth and depth of verbal facility ?51 Shaw's apparent affinity for the written word was 
due, in no small part, to his formative environment.352 He took to the pulpit early in life, 
demonstrating an affinity for Biblical verse and the work of literary figures such as Oscar 
Wilde, and exhibiting a considerable talent for oration?53 Shaw's literary proclivities 
came especially to the forefront when, at Pomona College, he pursued his interests in 
347 Shaw, letter to COC, October 18, 1960. 
348 
"For Shaw, writing had to do with the urgency he always felt to communicate .... [He was] a 
word man all his life-a romancer of words and jouster with words," Burris , 475. 
349 Jones, interview with author. 
350 Jessop, phone interview with author, Boston, MA, March 16,2012. 
351 The archive of Shaw's documents (MSS 86, the Robert Shaw Papers in the Gilmore Music 
Library of Yale University) is substantial. The volume of letters Shaw wrote to his choruses over 
the span of his career-not to mention lectures, speeches, program notes-is remarkable. Jones 
has often speculated that no other of Shaw's contemporaries was as prolific as he, especially in 
the genre of choral/orchestral music. 
352 Burris highlights that Shaw often claimed that he had descended from a "long line of 
preachers." Shaw's maternal grandfather, father , and brother all were preachers. Shirley, Shaw's 
father, was, according to Burris, part of American Evangelical Protestantism rooted in scripture 
and biblical scholarship, 25. 
353 Burris, Appendix VII. The transcripts of two of Shaw's sermons not only demonstrate a clear 
literary bent; they also evidence a mature philosophical groundwork. 
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comparative religion and philosophy. In essence, Shaw was innately lexical. He 
appreciated words, language, enunciation, poetry, and associated phenomena. He 
appreciated the ideas they generated. He enjoyed discovering those ideas and 
disseminating them. As Burris points out, Shaw's affection towards words was a clear 
and fundamental quest for meaning?54 
Shaw likened music to a language . Relatively early in his career he wrote, "All of 
music is an attempt at communication between human hearts and minds; at the very 
minimum the creator reaches out to and through the performer, and both of them reach 
out to the listener ... performance itself binds the talents, techniques, and understandings 
of a group of human beings."355 Choral music, according to Shaw, is particularly unique 
because it concerns itself with the vehicles of ideas-musical and textual language. It 
explores them with the human voice-the most primal of instruments. Finally, it depends 
upon a communion of willing participants to explore and convey the message they 
discover. He found great choral art to be gravitational, drawing humanity "closer and 
closer to its own finest literature and its deepest understandings."356 
Shaw wrote to the COC amidst preparations of the Requiem in the fall of 1960, 
essentially summarizing his notions regarding the fusion of text and music, as well as the 
artist's role in performing them. He was just over one-third of the way through his 61-
year career. His philosophy was essentially mature, remaining fundamentally intact for 
the subsequent 39 years of his career: 
354 Burris, 315 . 
355 Shaw, letter to CC November 5, 1953 . 
356 Shaw, letter to CC, November 5, 1953 . 
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Someone asked this week why I had occasionally advised a phrasing ... in the 
middle of a syllable-"Does this not interrupt the meaning of the words?" 
There are two answers to this question, and many of you have heard them 
before. The first is practical: Most frequently this advice has been given with 
reference to subsidiary or accompanying materials. The composer, of course, 
begins with his text, and his principal concern is to create a musical statement 
which will fit and enhance the given elements of speech, and which will, in 
addition, enrich and deepen the meaning of the text. If he is a composer of song-
forms (as is Brahms) then his principal melody will bear close relationship to the 
line of text. But as he creates other voice lines, which accompany and comment, 
his text is liable to be fragmented, extended, or turned around to make it more 
usable. In these instances one frequently recommends phrasings, which go with 
the music rather than with text-for the composer's attention here would seem to 
have been primarily musical rather than textual. 
The second answer is a bit more in the field of general ideas and purposes . 
The truth is that only the most primitive sort of song has a kind of "one-to-one" 
relationship between tune and text. .. . All great melody, however, assumes a 
great deal more independence for itself. For instance, all of us can think of 
melodies where we may have as many as five to twenty notes to sing on a single 
vowel. 
While great melody does manage to "fit" (in varying degrees) the mechanics 
of speech, the thing that really makes it great is its ability to illuminate the spirit 
of the text-even occasionally by employing little inner musical groupings, 
which imply textual interruptions. 
This is not to say that music is independent of the text or that the composer is 
not "inspired" by it. Rather, it is to say that music is also a language: it has its 
own laws and methods of structure and expressivity. The great composer does 
not merely "highlight" or "underline" text; he creates a musical fabric in tone and 
time, which matches or transcends or illumines the text, but is also law unto itself 
and its own reason for being. 
As artists-and as human beings-our concern is not with how we feel about 
death or the textual imagery of the German Requiem, but how Brahms felt about 
these things. And the way we learn about his feelings is by learning to "speak" 
his language-as perfectly-and as trustingly as we can. 
We have to believe that Brahms has something to say. We have to recognize 
that for the next few weeks and in this place we are his voice. We have to realize 
that he speaks in terms of intonation and tone "colors" and rhythms, and that we 
are privileged to be truly the sound of his mind . 
When one obeys traffic laws he may reasonably expect fewer traffic tickets 
and an increased chance of survival-not much, but something. But when one 
lovingly and earnestly obeys the laws of great music there is always the chance 
that the flesh will be made word and dwell among us. 
R. s?s? 
357 Shaw, letter to COC, October 18, 1960. 
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Analysis of this letter sheds light on Shaw's classification of the linguistic 
components of choral music. The first several paragraphs contemplate meaning. On 
October 13, 1964, Shaw theorized that language as related to music has four meanings. 
To summarize, the first is its literal meaning, which is generally decipherable via 
standard dictionaries. Some artistic texts are antiquated or obscure, thus in some ways 
defying common definitions. On the whole, however, language can be assigned a 
textbook definition. Second, language bears connotative meaning accrued, according to 
Shaw, through "social and institutional tradition." Fundamentally , these are inferences 
obtained over time from cultural communications, rituals, and beliefs?58 Third, language 
conveys onomatopoetic meaning. Any components, he argued, "which give language a 
greater intensity of communication, ... greater value, and greater meaning. Rhyme, 
rhythm, meter, assonance, alliteration-are warp and woof not merely of style, but also 
of meaning."359 
Finally, language when wedded to music possesses an inculcatory meaning-that 
which composers attempt to convey through their music's illumination of the text. Shaw 
358 Shaw offers extensive examples to illustrate his point. One such illustration: '"Requiem 
aeternam' .. . is by no means limited to 'Rest eternal give them, Lord,' but is centuries-full of the 
meanings of death ... there is ... a language of dying; and since 1250 (surmised date for the 
writing of the Dies /rae sequence) for most of Western Civilization a 'Requiem' text has been the 
source, center or formalization of the language of death. It carries, I feel sure, not only the 
commitments of those who at present share its literal religious formula, but, since it is a 
formulization familiar to governments, societies, sects, and celebrants outside its specific 
institutional domain, it carries also the accumulations, adhesions, qualifications, and addenda of 
the entire family of man." Shaw, letter to COC, October 13, 1964. 
359 Shaw, letter to COC, October 18, 1964. Shaw proceeded, citing the Dies irae as example: 
"Who is to say how much of the intensity of the Dies irae text comes from sense, and how much 
from sensation: the lopsided eccentric swing of three-line rhymings; the hammering, riveting 
strokes of alliteration and assonance which begin stanza two-'Quantus! ... quando! ... cuncta!' 
... Certainly there is a meaning in language, which is independent of 'sense' or 'association.' It 
inheres (in) sound itself-a babble of ecstasy, a speaking of tongues." 
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maintained this is the performer's burden-interpreting the composer's contribution to 
and musical commentary upon language's meaning . In support of his claim, Shaw 
proceeded to outline his conception of the composer's process: 
Let us admit that almost without exception the composer begins with the text. "In 
the beginning is the word," and the composer assumes responsibility for making 
it flesh ... . But if we should begin our interpretative procedures with the text , 
then we are in great danger of denying ourselves the composer's commentary. 
Should we take the position that because the Requiems of Mozart, Verdi, and 
Faure have substantially the same text they also have the same meaning, we are 
in a prime posture of artistic insolence and human emaciation .... "Structure" is a 
key-word here; for if we grant to an assemblage of little squiggles called "letters" 
a meaning .. . then there is no reason why we should not grant meaning to a 
formula-a structure-in sound and time. The great composer, then, beginning 
under the inspiration of text, attempts to fashion a musical structure that will 
match his text ... spirit for spirit and structural soundness and expressivity for 
structural soundness and expressivity .... Moment by moment the composer is 
writing his commentary upon the text. It is written in musical terms with musical 
symbols: pitch , duration, accent, tone. To find his meaning we must first 
reproduce these symbols. (This one of the reasons I feel the choral art begins not 
with voice lessons but with music lessons.)360 
Shaw believed music ' s meaning is unique, derived not only from a skilled 
understanding of its general principles, but also from each composer's syntax-a sort of 
DNA. "Most of us," Shaw speculated, "would agree that music has meaning beyond 
sheer auditory entertainment-however mysterious or difficult to verbalize. But we also 
realize that these subtle significances are 'unlocked' only by those who undertake to 
fulfill the creator's (composer's) prescriptions. The dove (of mystical revelation) does not 
descend to a dirty perch."361 He firmly believed those who sincerely wish to hear Brahms 
are obligated first to learn his musical language, refine it, and finally speak it.362 
360 Shaw, letter to COC, October 13, 1964. 
36 1 Shaw, letter to ASOC, October 2, 1991. 
362 Burris asserts that Shaw believed musical language supersedes textual language, 63. In a larger 
context, the author has not found this to be accurate. On October 22, 1958, Shaw wrote to the 
COC saying, "Thus ... our first rule must be that the musical language is supreme, and must 
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Shaw disliked the idea of artistic license. He wrote, "The creative intelligence is 
not served or worshiped by irresponsible and sloppy performance."363 He maintained 
Brahms is not in need of edification, rather devotion. High quality musical performance, 
in his view, results from disciplined rhythm, intonation, phrasing, and enunciation. Once 
Brahms's musical language was mastered, Shaw addressed the execution of the 
Requiem's text. 
Enunciation 
What happens when-and what happens if-all the performer's techniques miraculously are 
turned into the wine of "communication" ?364 
The motivation of enunciation is a state of mind and emotion which feels-for the moment or 
hour-that it is critically important that "this thing" be said "now "and "in this place, "and that 
it be said "together," "by us."365 
Shaw identified four aspects of enunciation and grouped them into two categories. 
First are its motivations and sensations, "the existential whys and what-it's-like-when-
determine the manner and mechanics of our enunciation." Subsequent discussions regarding 
musical and textual language are closer to that of October 8, 1960, where Shaw stated, "The great 
composer does not merely 'highlight' or 'under-line' text; he creates a musical fabric in tone and 
time which matches or transcends or illumines the text" (author's italics). Shaw appears to use the 
term "illuminates" increasingly, which suggests that he found each constituent to exist on a 
basically equal footing. 
363 
"Perhaps it needs to be said over and over again: 'God loves right notes!' The creative 
intelligence is not served or worshiped by irresponsible and sloppy performance. All of the 
technical aspects of group musical discipline: intonation, duration, accentuation, dynamics, 
balance, color, and enunciation must be in perfect accord if communication of any value is to take 
place. We apply ourselves to the most demanding and detailed exactitudes because they are 
music's letters, words and language-and the only means whereby its spirit may be released. 
'Too much' technique does not kill music. What kills music is the lay-back-and-wait-for-it every-
day assumption that music's 'message' is off in some abstract state of wishing-it-so rather than 
the nitty-gritty of right notes at the right time with the right vowel at the correct dynamic level 
and the appropriate tone color." Shaw, letter to ASOC, October 4, 1979. 
364 Shaw, letter to ASOC, December 5, 1979. 
365 Shaw, letter to ASOC, October 4, 1979. 
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things-are right."366 1ts rules and regulations comprise the second group. Comparing his 
philosophy of enunciation to Existentialism, he identified three motivations, which are 
necessary for the "transubstantiation" of language's phonetic sounds into an intelligible 
message?67 "They have to exist," Shaw wrote, "and they have to exist in a thoroughly 
heightened, conscious, self-generating, self-justifying, nearly enraptured form."368 He 
went so far as to label them "ecstasies" of enunciation. "To call them 'ecstasies' risks the 
invisibility of over-statement," he admitted, "but I think ... [it] suggests intensity, 
enjoyment, and illumination-and that's their nature."369 
I. Ecstasy of Vocalization 
Humans, according to Shaw, are so accustomed to speech's banality they are 
oblivious to the miracles (the physics and physiology) of sound-the wonderful "physical 
disturbances to the infinite membranes of air which emit from one's mouth and fall upon 
another's ear." "Speech," Shaw reminded, "is indeed a 'touching' -with only the 
thinnest, most transparent of gloves-and there's a toucher and a touchee.'mo He believed 
a dedicated vocalist thoroughly experiences the sounds and sensations of speech, is 
possessed by the urgency to communicate through them, and is awed by their power. 
366 Ibid. 
367 
"Of a sudden-and in this strange context-it strikes me that these are the 'existential' aspects 
of enunciation. Existentialism is the doctrine, which proposes that man is, in fact, what he does.lt 
emphasizes that man is responsible for making his own nature through the exercise of personal 
decision and personal commitment in an atmosphere of personal freedom-largely home-made." 
Shaw, letter to ASOC, December 5, 1979. 
368 Ibid. 
369 Ibid. 
370 Ibid. 
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II. Ecstasy of Color 
Shaw argued that contemporary fans of music (classical or popular) are often 
wooed by grandeur-a vast and astonishing range of colors and dynamics, which are 
generally present in larger orchestras, operatic productions, and the bombastic sounds of 
amplified rock bands. For those thrilled by such extravagance, the a cappella chorus, or 
even the massed orchestral chorus, is seemingly monochromatic and perhaps 
uninteresting. Shaw, however, believed the contrary. "While the orchestra in its entirety 
and heterogeneity may indeed be a sonic peacock," he wrote, "each of its components is 
agonizingly handcuffed ... as regards most of the elements of musical expression . . .. 
Taken individually, instruments have nowhere nearly the arsenal, inventory, or repertoire 
of sound transformations available to the human voice."371 Shaw felt choruses operate 
well below their potential in this regard. "The choral art of our time," he lectured, "has 
not even begun to understand and utilize text and enunciation as the consummate 
conjurers of musical color and timbre. Our attention has been centered upon either the 
'rules' or the 'message' -and too frequently these have led to the suffocation of the 
spirit .... For those who desire or who can stand the illumination of speaking (and 
hearing) 'in tongues' an ecstasy of color is an existential sine qua non."372 
III. Ecstasy of Truth 
"Too frequently, it seems to me, the truth is confused with 'the message.' 'The 
message,' of course, is a lot more accessible. It's been seeded, watered, powdered, and 
371 Shaw, letter to ASOC, December 5, 1979. 
372 Ibid. 
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packaged, pre-tested and digested. 'Just close your eyes, grab your nose, and 
swallow. "'373 Shaw hypothesized that two conditions marginalized language's authentic 
message . First is the approach many musicians take toward familiar texts. It may be 
simpler for the seasoned performer to dress a routine sacred text in what Shaw believed 
to be the "traditional institutionalized interpretive robe" than it is to discover the 
composer's message independently. 
Second is the considerable lack of cultivation (deficiencies in intelligence, taste, 
honesty, and industry, as Shaw put it) in the mainstream. Shaw believed an intricate text 
and sophisticated music converge at a level of profundity, which requires considerable 
personal investment and education to contemplate and understand. He maintained 
extraordinary choral music is "so vastly more meaningful than dictionary equivalents or 
musical analysis that neither can do much more than indicate direction."374 "In reality," 
Shaw explained, "such truth is a new truth . And, what is even more frightening, it 
probably is a truth so 'existential' that it cannot be experienced except in performance. 
Essence and meaning exist in the doing."375 The urgency, however, is not solely in 
experiencing the truth. It is, Shaw advised, in the innate desire to communicate with 
one's collaborators and those willing to listen: 
Suppose one were born without the ability to make a vocal sound; and suppose 
further, that one were capable of realizing that other people did, in fact, 
communicate through human speech; suppose finally, a loved one's life in a 
moment of acute danger depended upon a shouted warning. What might be the 
urgency to tell the truth-to invent the shout[?] For "truth to tell" .. . though 
373 Shaw, letter to ASOC, December 5, 1979. 
374 Ibid. 
375 Ibid. 
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Brahms and the psalmists do point towards the truth, for each of us the arrival is 
from a third direction [experience] ?76 
Shaw's Enunciation Mechanics 
Whereas, it's the only way choruses can be understood, and 
Whereas, it settles half the problems of intonation, color, balance, and phrasing, and 
Whereas, I'm going to keep on hollering 'til it's settled 
Be It Resolved: Leave us save our ears and voices a helluva beating ?77 
Enunciation concludes this study because it was the final discipline Shaw tackled 
in the rehearsal process. He maintained the complexities of language are simply too great 
to be addressed simultaneously with all of the other choral disciplines .378 Biting off more 
than one can chew results in desolation (as opposed to creation) and squanders "vocal 
gold," as he regularly referred to it. With regard to enunciation, Shaw lamented: 
The poetic subtleties and personal elegances of speech ... are not [immediately] 
available to us for at least two reasons. The first is that these nuances of color, 
intonation, and timing simply are lost in the mass and welter of choric speech .... 
The second is that the composer him-herself already has prescribed durations of 
syllabification, which-however much they illuminate the emotional mysteries 
of a text-stretch the normal rhythms of speech beyond comprehensibility .... 
Therefore, since the composer has assumed the principal responsibility for 
textual illumination, our problem, as regards enunciation, is primarily a 
technical-almost mechanical-one. What we are after is not nuances of beauty 
or meaning, but simple recognizability . We feed into the performance assembly 
line perfectly milled units of speech-and the listener drives away in a Bentley 
convertible ?79 
Shaw supposed that because "language is learned at such an early age, and 
thereafter used largely on such familiar informal occasions in such abbreviated, slurred, 
dialecticized, and parochial forms, that almost none of us-unless professionally 
376 Shaw, letter to ASOC, December 5, 1979. 
377 Shaw, letter to COC, February 11, 1964. 
378 See Appendix F for three of Shaw's anecdotal illustrations regarding the difficulties of 
enunciation. 
379 Shaw, letter to ASOC, October 17, 1990. 
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involved or rapped repeatedly on the head-has any habitual comprehension of what 
little words indeed are made of."380 He consistently advocated for a "mechanical" 
deliverance of text: 
Technically ... one is not involved with either words or meaning in the singing of 
text, but with the succession of sounds ("phonetics") out of which a spoken 
language is formed. The composer (in traditional music) has undertaken to 
. supply a musical "setting" for a sequence of syllables, and has allotted to them 
specified durations. It is the performer's responsibility (1) to assay correctly the 
precise sequence of phonetic sounds which form each syllable, (2) to evaluate 
those sounds as to their orders of importance and duration in normal speech 
rhythm, and their abilities to carry sustained pitch, and (3) to allot to each 
successive phonetic fragment a precise, proportionate, and appropriate instant (or 
duration) and loudness of utterance?81 
Fundamentally, this approach relies on trust. Shaw was convinced the composer's 
wisdom and his or her musical setting of the text will sufficiently deliver the intended 
message. Shaw felt the performer's responsibility is not to augment, but to dutifully 
reassemble the music. The previous quotes makes it clear he believed enunciation in 
choral music is the precise, proportionate, and mechanical utterance of phonetic sounds. 
"Rhythmic cohesion," Shaw lectured, "depends upon the common use of a common set 
of principles of enunciation."382 
Via a letter to the ASOC in October of 1994, Shaw identified three contributors to 
the field of enunciation, Fred Waring, John Finley Williamson, and Madeleine Marshall. 
Each specialized in different genres of vocal music. Waring directed popular choral 
music, which was recorded by chamber groups comprised of professional singers. 
Williamson (founder of Westminster Choir College) conducted collegiate choirs that, 
380 Shaw, letter to ASOC, December 5, 1979. 
381 Ibid. 
382 Shaw, letter to ASOC, October 4, 1989. 
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according to Shaw, emulated the operatic tradition in sound production and performance 
style?83 Marshall taught English diction to vocal soloists at The Juilliard School in New 
York City for many years. Shaw's acknowledgement of their contributions is surely an 
affirmation of their influence on his notions of choral diction. A detailed survey of 
Shaw's letters reveals Waring and Marshall, in particular, played decisive roles in the 
constitution and significant evolution of his enunciation philosophy ?84 
. Shaw assembled the tenets of his enunciative credo during his association with 
Waring, whom developed a technique dubbed "Tone Syllables." In his article, Mountford 
outlines the basic premises of Waring's Tone Syllables technique-his means that 
attained the mood and meaning of every piece.385 In response to what he perceived to be 
an inadequate standard of English diction?86 Waring developed Tone Syllables to validate 
his belief that the English language possesses the most beautiful sounds of any existing 
language. His technique hinged on the conviction that vocalists must "sing all the beauty 
383 Shaw, handwritten notes , "Brahms-Requiem , Carnegie Hall Workshop, 1990," Folder 963, 
Box 270, MSS 86, Shaw Papers, Yale University. 
384 Shaw also cites the Pronunciation Guide within the Miriam- Webster Unabridged International 
Dictionary ("in my edition pp. xxii-lxxviii") twice as the source of much of his knowledge related 
to diction. No additional publication data is given. Shaw, letters to COC, November 6 , 1958 and 
September 23/24, 1974. 
385 Mountford, "Fred Waring ' s Tone Syllables: His Legacy to American Choral Singing," Choral 
Journal41, no . 1 (2000): 10. In this article Mountford also addresses speculation that Shaw 
actually devised Tone Syllables by citing 1930s broadcast transcriptions of the Pennsylvanian 's, 
which contain "Waring's conscious use of the Tone Syllables approach to choral music." Shaw 
joined Waring in 1938. Although Mountford does not give a specific date, he claims that these 
recordings precede Shaw's tenure. Mountford, 11. 
386 
"We sent to Europe for opera singers [whom] had to sing loudly in our language. We thought 
·that [a foreign] accent was the key to clarity . They destroyed our language , and we began to 
imitate them! We began to believe the myth that all other languages are more beautiful than 
ours ." Waring , as quoted by Mountford, "Fred Waring and American Choral Singing: His Career, 
Philosophy , and Techniques," 281. 
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of all the sounds of all the syllables of all the words."387 This in turn became Shaw's 
foundational enunciative axiom, and remained such throughout his entire career.388 
The Tone Syllables technique is comprised of seven guidelines that stem from 
Waring's desire to illuminate the allure of the English language (Table. 4.1). Waring 
often warned against constraining every song's mood and meaning by the pedantic 
application of the Tone Syllables technique. Rather, it was a guiding philosophy of 
enunciation, which arose organically in each phrase. He wrote, "The whole system 
depends upon common sense. Analyze; work it out your own way; decide for yourself .... 
Every problem is its own; they [Waring's rules] are not a cure-all."389 
Given their complexity, outlining Waring's Tone Syllables guidelines in the 
following table (Table. 4.1) makes them most succinctly comparable to those Shaw 
articulated early in his career.390 The associated footnotes offer additional, related details. 
387 Waring, as quoted by Mountford, "Fred Waring's Tone Syllables: His Legacy to American 
Choral Singing," 10. 
388 The essence of Waring's philosophy appears in various guises repeatedly in Shaw's writings 
regarding enunciation. Less than two years prior to his death, Shaw wrote, "In choral enunciation 
we are responsible not for words, but for every sound in every syllable," letter to ASOC, October 
1, 1997. 
389 Waring, as quoted by Mountford, "Fred Waring and American Choral Singing: His Career, 
Philosophy, and Techniques," 284. 
390 All principles were primarily acquired and synthesized (unless otherwise noted) from 
Mountford, "Fred Waring and American Choral Singing: His Career, Philosophy, and 
Techniques," 282-296. The details provided are those germane to a discussion regarding the 
origin of Shaw's enunciative theories. The above table is not a comprehensive explanation of 
Waring's Tone Syllables. I provided IPA, which attempts to translate Mountford's edification of 
various sounds. For instance, where Mountford used "[ay-ee]" to phoneticize the letter "A," I 
provided "[e:i]." 
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Table 4.1 Waring's Tone Syllables guidelines 
• "Sing all the beauty of all the sounds of all the syllables of all the 
words."39 1 
"@ 
Syllables • "Vowels make up the main body of tone in singing; consonants ..... il) 
.::: Vowels are stressed only to the extent necessary to bring out the meaning il) 
Cj 
and beauty of poetry." 
• Vowels should sound on the beat. 
• Foreign singers reduce English to limited pure vowel sounds: I [a] 
rn 
• Many letters have multiple sounds (Waring' s phonetic choices): 
.::: 
0 A [e:i]-1 [a:i]-0 [o:u]-U[i:u] OJ ·.;::; 1. Dipthongs ~ gj 
• Single-syllable words contain multiple sounds: "we" [u:i]; and 0 ·- 2. Triphthongs >s "one" [u:An] 
0 
u • "The appropriate fraction of time to be given to tone-syllables .. . 
varies with the period, tradition, mood, and intent of the music ." 
• L [1]-M [m]-N [n]- NG [IJ]-V [v]-Z [z]-ZH [3]-TH [o] 
• Consonants precede the pulse 
• Some pitched consonants are afforded "added length and 
volume."392 
• Mood: [1], [m], [n], and [IJ] illuminate the mood of many words-
3. Toned "lullaby," "America," "mine," etc . 
Consonants • Meaning: Added volume and duration emphasize the meaning of a 
word in pleasant or unpleasant ways. 
• "Pleasant tuned consonants": [1], [m], [n], and [IJ] 
• "Unpleasant tuned consonants": [ v], [z], [3], and [o] 
rn 
• Meld sounds ideally into a perpetual legato. ..... 
.::: 
c-s 
• Sing inter-syllable pitched consonants on the preceding pitch . .::: 
0 
rn 
• B [b]-G [g]-D [d]-J [d3] 
= 4. Transposed 0 
• When followed by a vowel, consonants should be melded (much u Consonants 
(unvoiced/ like French liaison) to the subsequent syllable: "night is" [naltlz] 
subvocal) • Avoid accented percussive sounds; unvoiced sounds are not 
beautiful . 
5 . [s] • Diminuendo the preceding vowel sound of sibilants [s] and [.J), 
which will make them less intrusive. 
• T [t]- K [k]-C [k]-CH [t.J)-P [p] 
6 . Stopped • Minimize plosive consonants "except when avoiding them would 
Consonants destroy the meaning of the words." 
• Avoid intermediate and final [g] sounds (neutral vowel) after 
consonants .393 
39 1 Waring , as quoted by Mountford, "Fred Waring's Tone Syllables: His Legacy to American 
Choral Singing," 10. 
392 Mountford clarifies that Waring advised vocalists to emphasize only those that enhanced the 
mood or meaning of the song. 
203 
Table 4.1 (continued) 
• Some sounds are less important and some words less important in 
conveying mood and meaning?94 
"' • Unaffected speech is comprised of a natural ebb and flow of volume 
"' Cl) 7. Word Stress .... 
and tone color, which should be emulated in singing . ..... (/) 
• Slight adjustments in volume or the occasional substitution of a 
stressed word preserve speech's customary accentuations. 
Shaw's early principles of enunciation were equally complex. Therefore, I have 
synthesized them into Table 4.2a. The basic construct, including verbiage, of Shaw's 
early principles is remarkably similar to Waring's. I applied the basic premises of Shaw's 
early enunciation guidelines to a short excerpt of the Requiem (Ill. 4.la), which provides 
musical context and additional clarity. Table 4.2b similarly outlines Shaw's mature 
enunciation guidelines, which demonstrate a shift of paradigm. Illustration 4.1 b provides 
musical context and clarity for Shaw's mature enunciation guidelines. The associated 
footnotes for Tables 4.2a-b offer additional, related details. All three tables (4.1 and 
4.2a-b) and both illustrations (4.1a-b) facilitate comparison between each set of 
guidelines. 
393 Note Waring's thoughts on the neutral vowel [g] as a mediator between consonants and 
syllables. Mountford writes, "Traditional diction for solo singers often included adding final or 
intermediate [uh] sounds when articulating consonants .... Waring objected to this affectation, 
and ... insisted that it was not necessary, for the sake of either clarity or expression, for the 
phonetic sound of the written letter to actually be sounded." Mountford, "Fred Waring and 
American Choral Singing: His Career, Philosophy, and Techniques," 294. 
394 
"The sound [A] in the word 'love,' is an ugly sound. If you must sing [A], add some color . . . 
and crescendo. Avoid [A] when you can; don't accept 'the light' and 'the man;' the word 'the' is 
not beautiful and it is not important; we say 'thlight,' 'thman."' Ibid., 295. 
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Table 4.2a Shaw's early enunciation guidelines395 
"' 0 
0 
·~ 
0 
:.0 
a 
0 
u 
~ 
::=: 
0 
> 
Syllables 
Vowels 
Consonants 
Dipthongs 
Triphthongs 
• The various sounds of speech , which make up a word , must be 
allotted proportionate rhythm-up to \--2 of the full time value of the 
syllable, depending upon tempo and style. 
• Always sing with pure and vigorous "voweling,"396 which maintains 
"consistency and beauty in the vocal line (tone) while executing the 
myriad sounds of language."397 
• The vowel is the principal vehicle of pitch and sonority. 
Consequently, all initial consonants must be produced slightly ahead 
of the pulse so that the vowel may mark and propel rhythm. 
• "Basically a consonant is a sound produced by creating a simple 
barrier with some part of the tongue or lips so that the breath is 
damned up until it explodes , or [is] impeded and allowed to escape 
slowly .'m8 
• Exaggerate the duration and loudness of all components of diph- and 
triphthongs: say=[s~:l] ; so=[sQ:u]; loud=[l~:ud]399 
• Subsidiary vowels of compound vocalic syllables should be rhythmic 
and proportionate . Depending upon tempo and style , subsidiary 
vowels should be allotted a smaller value than the subdivision (i.e . a 
161h or 32"d of a quarter-note syllable).400 
fl,j,j. 
----· ·· ·------··t··+··· ·-····1··- ·····k --·- +·-·- ...... 
-- -- ----· 
+ F --
~ • 
Oh say can you see 
~f 
~ -- - --+--· -!---+--- -F---
-i)· 
• 
- -
-·--
[o 0 u se e I ere re n ju si] 
395 The above guidelines are the synthesis of letters, lectures , personal notes , and other related 
documents dated prior to 1974 (the year, in which Shaw's materials evidence a shift in 
paradigm-inclusion of the neutral vowel [g]) . The bulk of the data comes from letters written to 
the COC-November 15, 1956 and March 10, 1964-unless otherwise noted. According to the 
author's research , the paraphrased data is consistently present-and substantially similar-in all 
examined documents. I have employed IPA to edify Shaw's mention of various sounds . 
396 Shaw, letters to COC , February 4, 1964 and March 10, 1964. 
397 Shaw , letter to COC, November 6, 1958. 
398 Shaw, letter to COC , November 15, 1956. 
399 Shaw, letter to COC, February 11, 1964. 
400 Shaw discusses the musical example in prose, suggesting a "fragment of the main vowel" 
before a secondary vowel or pitched consonant, in a letter to COC , March 10, 1964. 
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Table 4.2a (continued) 
• M [m]-N [n]-NG [IJ]; and to a much lesser extent, L [1]-R [r]-Z [z] 
• Consonants precede the pulse. 
• Initial pitched consonants must be carefully executed or the 
Pitched subsequent vowel will have poor intonation. 
(Sustained) • Meld initial voiced consonants to the previous syllable.
401 
Consonants • Final pitched consonants are allotted extra duration and emphasis 
since the preceding vowel sonority is naturally greater. The duration 
is proportionate to pulse and tempo. 
Cll 
• Initiating pitched consonants with an "instant of the principal and ..... 
= cd preceding vowel sound," preserves natural word stress.402 = 0 
Cll Fractionally • B [b]-G [g]-D [d]-J [d3]- V [v]- L [1]-R [r]- Z [z] 
= 0 Pitched • When followed by a vowel , consonants should be melded to the u 
Consonants subsequent syllable. 
• T [t]- K [k]-C [k]- CH [t.J)-P [p]-F [f]- H [h]-S [s]-SH [.J) 
• Placing final, unpitched consonants on the pulse gives them undue 
Unpitched emphasis . They sound more natural when slightly ahead (mid-phrase) 
Consonants or slightly after (end of phrase) of the pulse. 
• "Meld words together; tie final consonants across to the next word . 
. . . Practice by reading any newspaper paragraph in a monotone, 
steady, sustained no breaks except at ends of sentences ."403 
Illustration 4.1a Shaw's early enunciative guidelines applied, Brahms, Ein deutsches 
Requiem, op. 45 , mvt. IV ("How Lovely Is Thy Dwelling Place"), mm. 4-5, 
soprano part 
p 
How love ly 
I. 2. 
II ,.-, 
-
········-·-·······-···"'! 
[ha au! A AVI i] 
401 This demonstrates the influence of Waring's Tone-Syllable method . 
402 
"For example, if we sing the word ' soon' for four beats , we may decide that the 'n' should 
substantially occupy the last quarter-note; but that last quarter-note must have a very short pulse-
conscious 'oo' [u] followed as quickly as possible by the 'n' sound. It is in this manner that one 
preserves natural word and syllable emphasis." Shaw , letter to COC, November 15 , 1956. 
403 Shaw , letter to COC, February 11, 1964. 
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1. Subsidiary vowel [ u] of the syllable, "how," is rhythmic and proportionate; the 
principal vowel [a] initiates the subsidiary vowel's iteration; and the initial, pitched 
[1] of "lovely" is attached to previous syllable, "how." 
2. Principal vowel [A] initiates the rhythmic (proportionate) closing to the pitched 
consonant [ v] of, "love-"; the initial [1] of" -ly" is attached to the previous syllable. 
The early 1970s mark a notable shift in Shaw's enunciation principles. The most 
conspicuous difference is the neutral vowel (schwa [g]) as a syllabic link. A letter dated 
September 23/24, 1974, appears to be Shaw's first written request for the employment of 
the neutral vowel. Prior to this date he suggested a melding of consonants, as did Waring. 
Madeleine Marshall's use of the neutral vowel clearly influenced Shaw's conception of 
it. Although Waring discredited its validity (footnote 393), he perhaps exposed Shaw to 
Marshall's philosophy. It is also possible that Shaw was exposed to Marshall's neutral-
vowel concepts at The Juilliard School since they both taught there in the late 1940s. In a 
letter of August 28, 1996 Shaw acknowledged Marshall's neutral-vowel guidelines 
(Appendix G) , making it evident he acquired his notions from her at some point in his 
career. 
Shaw first mentions the neutral vowel in 1974, including it in his diction methods. 
He was most likely acquainted with Marshall's approach in the 1940s, if not before. 
Approximately 30 years elapsed between the two events. Clearly another force acted as 
the catalyst for its inclusion in Shaw's enunciation principles. "Through the years," he 
explained, "as the symphonic choral repertoire became the principal venue of my own 
choral experience, Ms. Marshall's 'neutral vowel' loomed larger and larger in 
importance-for it raised the otherwise inaudible consonant to a dynamic level equal to 
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the principal vowel."404 Once included, the neutral vowel became an increasingly 
employed part of Shaw's enunciative toolbox, ultimately separating nearly every syllable 
(Appendix G). 
In addition to inclusion of the neutral vowel, the transformation in Shaw's basic 
approach to discussing enunciation is notable. His early approach was pedantic, replete 
with numerous, specific examples. His mature philosophy of enunciation seems more 
conceivable. In essence, he found a way to synthesize his complex philosophy into fewer 
concepts by dividing sounds into clear categories (i.e. primary and subsidiary, preceding 
and succeeding). Shaw also spent less time dictating the rhythm of various initial 
consonants. Eventually, he decided they would be treated as appoggiaturas .405 He 
suggested the chorister tack the "conglomerate of sounds" that preceded the primary 
vowel to a grace note, which, in his estimation, ensured rhythmic accuracy. Shaw 
adopted the same approach for the succeeding neutral vowel, thus creating consistency in 
regards to the rhythmic treatment of subsidiary sounds. 
Consistency and concision were evidently Shaw's ultimate goals. By the 1990s he 
regularly condensed his philosophy of enunciation into three simple steps: 1) phonate 
every sound of every word; 2) each sound must be apportioned a metric fraction; and 3) 
place a schwa[:::~] between SUCCESSIVE consonants.406 Ultimately, he found his way to 
a metaphor he used for other choral disciplines. He wrote, "Unable to stem the bleeding 
of one syllable into the next, I borrowed a metaphor which had hitherto been used to 
404 Shaw, letter to ASOC, October 19/25, 1994. 
405 Shaw, letter to ASOC, December 5, 1979. 
406 September 25, 1996. 
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qualify pitches and durations. 'Every syllable has a beginning, a 'passing-thru' and an 
ending. Therefore: finish each syllable before you begin the next.' And it worked 
wonders."407 This is far from the melding of syllables, which constituted his early 
enunciative philosophy. 
Table 4.2b Shaw 's mature enunciation guidelines408 
• Syllable: "I find the Random House definition particularly 
informative: 'a segment of speech typically produced with a single 
ca Syllables pulse of air pressure from the lungs, and consisting of a center of 
.... Q) 
relatively great sonority, with or without one or more accompanying = Q) 
c.:; sounds of relatively less sonority." 
• "Every syllable has a beginning, a 'passing-thru' and an ending."409 
Phonate every sound of every syllable of every word. 
• Any conglomerate of speech sounds (initial consonants) that precede 
Oil 
the principal vowel must be executed as though it is a "phonetic 
= Preceding appoggiatura," ahead of the beat or subdivision, to which the 
·a 
= Subsidiary syllable is assigned. 
"01 
Q) Sounds • Voiced consonants should be phonated upon the subsequent co 
syllable's pitch (the pitch, to which the appoggiatura is attached) 
unless artistic taste dictates otherwise.410 
407 Shaw, letter to ASOC, October 1, 1997. 
408 The above guidelines are the synthesis of letters, lectures, recordings, personal notes, and other 
related documents dated 1974 (the year, in which Shaw's materials evidence a shift in 
paradigm-inclusion of the neutral vowel [g)) or after. The bulk of the data comes from Shaw's 
to the, ASOC, December 5, 1979, unless otherwise noted. According to the author's research, the 
paraphrased data is consistently present-and substantially similar-in all examined documents. I 
have employed IPA to edify Shaw's mention of various sounds. 
409 Shaw, letter to ASOC, October 1, 1997. As Shaw matured, he increasingly encouraged an 
independence of syllables and a lack of personal emotion in executing them. He generally 
believed a mechanical performance of the text naturally morphed into a beauty the composer 
designed: "Whether stressed or unstressed, whether forte or piano, each syllable must be formed 
independent of the syllables that precede or follow it. The communication of' idea'-
'eloquence' in choral music-depends upon the groups' ability so to phonate and time each sound 
of speech that the succession of perfect 'pearls' add up to a necklace." Shaw, letter to ASOC, 
October 21, 1991. 
410 
"By declaring that consonants which precede principal vowels in a given syllable should be 
phonated as an appoggiatura ahead of the beat assigned to the syllable , we are faced with the 
problem-in the case of consonants capable of bearing pitch-of precisely what pitch to assign to 
them. If the syllable initiates the phrase, there can be no question: they take the initiating pitch .... 
If the syllable occurs in the middle of a phrase . .. the answer will surely vary from person to 
person and time to time, and be responsible also to matters of harmonic change, melodic motion, 
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Table 4.2b (continued) 
OJ) 
• The primary vowel of each syllable ("the center of relatively great s:: ;:l Primary 
·- ..... sonority") must be phonated precisely on the front portion of the "'...s::: Cll .... Sounds ~ I pulse and should occupy the major portion of the assigned duration. 0... 
• Any conglomerate of speech sounds (subsidiary vowels of dipth- or 
triphthongs and final consonants) that succeed a principal vowel 
Succeeding should be initiated by an instant of the principal vowel sound, 
Subsidiary assigned a modest metric fraction of the syllable's total duration, and 
Sounds apportioned an appreciably louder dynamic level than the primary 
OJ) vowel. This balances the sonorities of the language's components and 
s:: 
:0 makes them intelligible-especially when combined with orchestra. 
s:: 
• A pitched neutral syllable [g] should be inserted between successive ~ 
consonants .412 
Neutral • Allot each neutral syllable a precise moment of phonation-a grace 
Vowel [at11 note to the next succeeding syllable.413 
• The neutral vowel may assume either the preceding or succeeding 
pitch, as dictated by "good taste."414 
Cll • There are no weak syllables. In great prosody, the innate stresses of 
Cll 
<!) Word Stress language nearly always coincide with-and are often reinforced by-
..... 
.... 
r:/) those of the music.415 
tempo, musical style, competitive sonorities , aesthetics, tradition, and a host of other factors. It is 
even possible, it seems to me, that a nasal consonant between two vowels which are assigned 
different pitches might under many circumstances link them by being sung on both pitches-one 
as departing from , and the next as approaching toward. But most serious choral musicians would 
agree, I think, that, given texts and music of stature and dignity, the fragmentary pitch of 
consonantal combinations when they precede principal vowels are more satisfyingly and 
tastefully uttered upon the pitch assigned to that syllable. Therefore, any transfer of a hummed 
consonant to a previous syllable and harmony must be conscious, exceptional, and listened to 
very carefully-that it not offend good taste." Shaw, letter to ASOC, December 5, 1979. Jones 
clarifies that Shaw actually performed neutral syllables which follow voiced consonants on the 
preceding pitch (i.e. [IA-vtJ-Ii], Ill. 4.1b). Jones speculates that Shaw theorized in his letter 
(December 5, 1979)-assigning consonantal combinations the pitch of the succeeding syllable-
but actually arrived at the solution exhibited in Illustration 4.1 b.3. 
4 11 See Appendix G for an evolutionary outline of Shaw's notions regarding the neutral vowel [g] . 
412 Shaw, letter to ASOC, October 21, 1991. 
413 Shaw, letter to ASOC , October 17, 1990. 
414 
"Good taste must help us to decide how long the added neutral syllable must be, and on which 
of its possible pitches (either that which precedes or that which may follow) it should be placed." 
Shaw , letter to ASOC, October 21, 1991. Shaw is not explicit about his general preference. 
415 
"An extraordinary persistence and incisiveness of accentuation is necessary to deliver syllables 
twice-weakened by normal language stress and musical notation. And when a chorus, in addition 
to its own sonority, has to project a text through or above a symphony orchestra, even the weakest 
of syllables on the weakest of beat-divisions must become the mite-ee-est of projectiles." He 
qualified this final axiom: "While . . . absolutely essential in the case of the symphony chorus, it 
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Illustration 4.lb Shaw's mature enunciative guidelines applied to Brahms, Ein deutsches 
Requiem, op. 45, mvt. IV, ("How Lovely Is Thy Dwelling Place") mm. 4-5, 
soprano part 
ly 
............. ... 
3. 
[ha a:u va li] 
1. The subsidiary vowel [ u] of the syllable "how" is rhythmic and proportionate; the 
principal vowel [a] initiates the subsidiary vowel's iteration. 
2. The subsidiary portion of the syllable "how" is apportioned an appreciably louder 
dynamic level to balance it with that of the principal vowel. 
3. A neutral vowel [g] distinguishes the final [v] of "love-" from the initial [l] of "-ly" 
and is assigned a precise moment of phonation (grace note or appoggiatura) on the 
preceding pitch (G) . 
Transitioning to the Text 
Shaw transitioned his choristers from count singing to singing the text via a chant-
like procedure. Essentially, choristers intoned the text on a single pitch, but with the 
composer's rhythm. Singing the text on a single pitch eased the chorus into rhythmically 
phonating all the elements of speech without the intervallic obstacles. Shaw incorporated 
the written intervals once the ensemble was able to execute each syllable with accurate 
and unified rhythm, vowel, tone, color, and stress. If the music was primarily 
homophonic, the entire ensemble typically sang an F# in the mid-range of their voice (Ill. 
4.3a). Notes of a melisma were slightly articulated to simulate their melodic movement. 
need not be so emphatically used with a small unaccompanied chamber chorus, and even 
so mew hat less by the solo singer with piano accompaniment." Shaw, letter to ASOC, October 10, 
1996. 
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For instance, the tenors and altos would gently stress the notes of "Leicf' (m. 20) that 
change pitch when sung as written (Ill. 4.2a). 
Illustration 4.2a Intoning homophonic text, Brahms , Ein deutsches Requiem, op . 45, mvt. I 
("Selig sind, die da Leid tragen" ), mm. 15-21, choral parts 
15 
~ fl pp espr. -c:::::::: ::::::=- pp espr. mp-
s. 
~ 
Se lig sind, se - Jig sind, die da Leid tra - gen, 
fl ppespr. -c::::::::::::=-- espr. mp 
A. 
~ ......_, ,__.,..___....,..._........._, 
Se Jig sind, se - Jig sind,_ die da Leid tra-
fl ppp espr. -c:::::::: ::::::=- -<:::::::: :::;::::::- mp 
T. 
~ ......_, ,__.,......_,....___..., ....._...,-Se Jig sind, se - lig sind, die da Leir1 tra-__ 
ppp espr. -c:::::::: ::::::=- -<:::::::: :::;::::::- mp 
B . 
.... 
Se Jig sind, se Jig sind, die da Leid tra-
Shaw used a whole-tone cluster for polyphonic music (Ill. 4.3b).416 This aurally 
clarified the counterpoint. The altos and sopranos sang E and G#, and the 
baritones/basses and tenors sang D and F#. He suggested a quiet dynamic, which aided in 
the detection of enunciative errors or lack of unity. Syllabic stress-shading within the 
chosen dynamic-was encouraged. 
4 16 Shaw , Preparing a Masterpiece , A Choral Workshop on Brahms's A German Requiem, 
c.l: 17:30. 
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Illustration 4.2b Intoning polyphonic text, Brahms, Ein deutsches Requiem, op. 45, mvt. III 
("Herr, lehre doch mich"), mm. 196-199, choral parts 
196 
~n semprep-mp 
S. 
... 
riih - ret sie an, 
f'j semprep-mp 
A. 
... 
-ret sie an, 
"I semprep-mp 
T. 
~) n .........., .........., Qual riih - ret sie an, der Ge - rech ten See- len sind_ in_ Got- tes 
semprep-mp 
B. 
" 
I I I r I I lo......l ......, I r I I I I 
der Ge- rech ten See - len sind_ in_ Got - tes Hand und kei - ne 
198 
,. fl 
s. 
..,; '---' '---' 
der Ge - rech ten See - len sind_ in_ Got - tes 
f'j 
A. 
u 
'---' '---' 
der Ge - rech - ten See - len sind_ in_ Got tes Hand und kei - ne 
~ 
T. 
!) n 
'--"" '--"" 
n 
'---' 
Hand und kei - ne Qual_ riih ret sie_ an, der Ge - rech - ten 
-
B. 
' 
I I I I I I I I ...__. r r I I 
Qual, und_ kei ne Qual_ riih - ret sie an, und 
213 
Text and Shaw's English Translation 
Three extraordinary passages of triumph over a cruel, cruel world: "The redeemed of the 
Lord shall return again, and come rejoicing unto Zion"; "For the righteous souls are in 
the hand of God, nor pain nor grief shall nigh them come"; "Worthy are Thou to be 
praised, Lord of honor and might." (One may not ask that you swear by the above-only 
that you sound as though you swore by it,f17 
Shaw often asserted that composers, when writing choral music, begin with text. 
The text a composer chooses to set to music is "both his inspiration and a part of his 
'message.' He seeks to enhance-to heighten, deepen, or dramatize-its meaning by 
musical means."418 The Requiem derives much of its meaning both from Brahms's choice 
of text and its musical setting. Perhaps it is poetic that one of Shaw's final artistic 
pursuits was an English translation, which he was to record with the Mormon Tabernacle 
Choir (MTC) and the Utah Symphony (US) in 1999. Craig Jessop "lured" Shaw into the 
endeavor in the summer of 1997.419 The project, according to Jessop, was based on two 
premises. First, Jessop desired to reestablish the MTC in the classical choral canon.420 
The MTC's leadership simultaneously hoped to reach a wider audience, which 
417 English quotes of the Brahms Requiem text (mvts. II, III, and VI, respectively) . Shaw, letter to 
ASOC, October 19, 1983. 
418 Shaw, letter to ASOC, October 1, 1997. 
419 
"Finally, my affectionate thanks to Craig Jessop , Jerold Ottley, and the Mormon Tabernacle 
Choir of Salt Lake City, who lured me into this task," Shaw, liner notes to Brahms: A German 
Requiem, Janice Chandler, Nathan Gunn, Utah Symphony Orchestra, Mormon Tabernacle Choir, 
dir. Craig Jessop, Telarc CD-80501, 1999,7. During an interview Jessop responded: "I guess, 
'lured.' I know he gained a respect for the MTC. I think in earlier years he had been rather critical 
of the choir, but I think he gained a real admiration and respect for Jerold Ottley [Music Director, 
MTC, 1974-1999] and the work that he did. I think his personal affection towards me-and what 
I was doing-lured him in; and it was fabulous." Jessop, phone interview, 2012. 
420 
"I'd always felt that the choir [MTC] was never given its just due in the classical choral 
repertoire. There was a great recording of Handel 's Messiah with Eugene Ormandy and the 
Philadelphia Orchestra in '59 [1959] .... After those years with Ormandy and the Philadelphia 
Orchestra, there really was very little." Ibid. 
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precipitated the commission for Shaw's English translation.421 
It appears Shaw's translation of the Requiem into English began in 1960. Writing 
to the COC on October 18, 1960, he provided a complete English translation (Table 4.3) 
and the following caveat: 
This translation of the text of the Brahms Requiem is neither absolutely literal nor 
singable . Rather it is comparable. It is the counterpart of the Biblical verses set 
by Brahms-as they exist in the most recent scholarly edition of the English 
Bible, the Revised Standard Version. An absolutely literal translation, to be really 
valuable, would also have to indicate grammatical structure, ... and a singable 
translation always sacrifices sense for matching syllables. I find the slight 
departures from the traditional or more familiar King James Version interesting 
and stimulating .422 
It is not exactly clear what precipitated this translation. The COC performed the Requiem 
a number of times in November and December of 1960, but the performances were in 
German. They recorded the fourth movement of the Requiem ("How Lovely Is Thy 
Dwelling Place") in English for RCA in September of 1961. Based on a review of the 
recording , however, the COC sang an alternate English translation.423 Moreover, the 
translation that Shaw provided in his letter clearly does not match those available in print 
421 
" It 's really the rank and file who listen to the MTC; it's not choral connoisseurs. The 
immediacy of the English text serviced our needs better for broadcasting-for our listening 
audience." Ibid . 
422 Shaw, letter to COC, October 18, 1960. According to Leonard Van Camp's research, two 
English translations were in print at the time Shaw provided this English translation to the COC 
(October, 1960): The Elizabeth Tarquair translation was published in 1872 (revised in 1890 by R. 
H. Benson), C . F Peters, G. Schirmer, and Kalmus editions; and the Ivor Atkins and John E. West 
translation , published by Novello in 1947. Van Camp, 15-22. The translation contained in 
Shaw 's letter does not precisely match any of those published at that time. 
423 Likely the Tarquair/Benson English translation , G. Schirmer edition: Johannes Brahms, 
Requiem, Opus 45 , trans. Elizabeth Tarquair 1872, rev. R. H. Benson 1890, (New York: G. 
Schirmer Inc. , ?19-[No. 13748]) . 
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circa 1960 (Table 4.3) .424 Consequently, Shaw possibly created the translation as a 
standard part of his preparation, which was not uncommon. Alternatively, Shaw may 
have quoted it directly from the Revised Standard Version of the Bible to which he 
eluded in his letter. Regardless of the purpose or origin of this 1960 translation, Shaw's 
final, recorded translation of 1999 was surely borne of this exercise. 
Table 4.3 Early English translations of the Requiem 
Unknown Translation from Tarquair/Benson Translation, Atkins Translation, 
Shaw (1960) or a Revised G. Schirmer (1872/1890) Novello (1944) 
Standard Version 
I I I 
Blessed are those who mourn , Blessed they, blessed are they Blessed are they that mourn for 
for they shall be comforted. that mourn, for they shall have they shall be comforted . 
comfort. 
-Matthew 5:4 
May those who sow in tears They that sow in tears shall reap They that sow in tears shall reap 
reap with shouts of Joy! He that in joy. Who goeth forth and in joy. Who goeth forth and 
goes forth weeping, bearing the weepeth, and beareth precious weepeth , and beareth precious 
seed for sowing, shall come seed, shall doubtless return seed, shall come again rejoicing , 
home with shouts of joy, rejoicing, and bring his sheaves and bring his sheaves with him. 
bringing his sheaves with him. with him. 
-Psalm 126:5,6 
II II II 
For all flesh is like grass and all Behold, all flesh is as the grass, Behold, all flesh is as the grass , 
its glory like the flower of grass. and all the goodliness of man is and all the glory of man is as the 
The grass withers, and the as the flow 'r of grass. For lo, the flow ' r of the field. The grass is 
flower falls. grass with'reth, and the flow'r wither'd, and the flow'r thereof 
thereof decayeth. is fallen. 
-I Peter 1:24 
424 According to Van Camp's research, three English translations of the Requiem had been created 
prior to or around 1960: the Tarquair/Benson (T/B) version (1872/1890-G. Schirmer, C. F. 
Peters, and Kalmus); the John E. West/ Ivor Atkins (W/A) version (1944/1947-Novello) ; and 
Henry Dinkier (c.1954-1960) . Van Camp, 15-22. Of the three versions, it appears that the T/B 
and W/A versions were the only two available to Shaw. Dinkier created his translation sometime 
between 1954 and 1960. No publisher is provided; and it is available only on rental from the 
Dinkier Library of Choral music. While Shaw possibly came across this version , its dates of 
creation and lack of publishing lead the author to believe that Shaw never consulted it. Given 
limited resources, the Dinkier translation was not consulted for this study. 
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Table 4.3 (continued) 
II (continued) II (continued) II (continued) 
Be patient, therefore, brethren, Now, therefore, be patient, 0 my Now therefore be patient , 0 my 
until the coming of the Lord . brethren, unto the coming of brethren, unto the coming of the 
Behold, the farner waits for the Christ. See how the husbandman Lord. See how the husbandman 
precious fruit of the earth, being waiteth for the precious fruit of waiteth for the precious fruit of 
patient over it until it receives the earth, and hath long patience the earth, and hath long patience 
the early and the late rain . You for it, until he receive the early for it, till it receive in time the 
also be patient. rain and the latter rain. So be ye early and the latter rain. So be 
patient. ye patient. 
-James 5:7,8 
But the word of the Lord abides Albeit the Lord's word endureth But yet the Lord's word 
forever. for evermore. standeth for evermore . 
-1 Peter 1:25 
And the ransomed of the Lord The redeemed of the Lord shall And the ransomed of the Lord 
shall return, and come to Zion return again, and come rejoicing shall return again , and come 
with singing, with everlasting unto Zion, gladness,joy with singing unto Zion. 
joy upon their heads; they shall everlasting, joy upon their heads Everlasting joy shall be upon 
obtain joy and gladness, and shall be. Joy and gladness, these their heads alway, gladness and 
sorrow and singing shall flee shall be their portion, and tears joy everlasting shall they obtain, 
away. and sighing shall flee from them. and sorrow and sighing shall 
-Isaiah 35:10 flee away. 
III III III 
Lord, let me know my end, and Lord, make me to know, the Lord, let me know mine end, 
what is the measure of my days; measure of my days on earth, to and the number of my days: let 
let me know how fleeting my consider my frailty that I must me know how frail I am, that I 
life is! Behold, thou hast made perish. Surely, all my days here be made sure how long I live. 
my days a few handbreadths, are as an handbreadth to Thee, Surely, Thou hast made my days 
and my lifetime is as nothing in and my lifetime is as naught to as an handbreadth before Thee: 
thy sight. Surely every man Thee. Verily, mankind walketh in And my lifetime is as nothing to 
stands as a mere breath! Surely a vain show, and their best state is Thee: Verily every man living is 
man goes about as a shadow! vanity. Man passeth away like a altogether vanity. For surely 
Surely for nought [sic] are they shadow; he is disquieted in vain; man walketh as a shadow: and 
in turmoil; man heaps up, and he heapeth riches and cannot tell he disquieteth himself in vain, 
knows not who will gather! And who shall gather them. Now, yea, all in vain: his riches , he 
now, Lord, for what do I wait? Lord, 0 what do I wait for? My knoweth not who shall gather 
My hope is in thee. hope is in Thee. them. Now, Lord, what then do I 
-Psalm 39:4-7 hope for? My hope is in Thee. 
The souls of the righteous are in But the righteous souls are in the But the righteous souls are in 
the hand of God, and no torment hand of God, nor pain nor grief the hand of God, and there shall 
shall come nigh unto them . shall nigh them come. no torment touch them. 
-Wisdom of Solomon 3:1 
217 
Table 4.3 (continued) 
IV IV IV 
How lovely is thy dwelling How lovely is Thy dwelling How lovely are Thy dwellings 
place, 0 Lord of hosts! My soul place , 0 Lord of Hosts! For my fair, 0 Lord of hosts! My soul 
longs, yea, faints for the courts soul, it longeth, yea, fainteth for longeth, yea longeth and fainteth 
of the Lord; my heart and flesh the courts of the Lord. My soul for the courts of the Lord. My 
sing for joy to the living God . and body crieth out, yea, for the heart and flesh ring out their joy 
Blessed are those who dwell in living God . Blest are they that unto the living God. Blessed are 
thy house, ever singing thy dwell within Thy house; they they that dwell in Thy house: 
praises! praise Thy name evermore. they praise Thee, Lord , 
-Psalm 84:1,2,4 evermore. 
v v v 
So you have sorrow now, but I Ye now are sorrowful; howbeit, Ye now have sorrow: but I will 
will see you again and your ye shall again behold me, and again behold you, and your 
hearts will rejoice, and no one your heart shall be joyful, and heart shall rejoice, and your joy 
will take your joy from you. your joy no man taketh from you. shall no man take from you . 
-John 16:22 
Look upon me a little while. I Look upon me; ye know that for a Now behold me, ye see how for 
have had tribulation and labor, little time labour and sorrow were a little while labour and toil 
and have found great comfort. mine, but at the last I have found were my lot, yet have I found 
comfort. much rest. 
-Ecclesiasticus 51:35 
As one whom his mother Yea, I will comfort you, as one Thee will I comfort, as one 
comforts, so I will comfort you whom his own mother whom his mother comforts . 
comforteth. 
-Isaiah 66:13 
VI VI VI 
For here we have no lasting city, Here on earth have we no For we have here no abiding 
but we seek the city, which is to continuing place, howbeit, we city, but yet we seek that to 
come. seek one to come. come. 
-Hebrews 13:14 
Lo! I tell you a mystery . We Lo, I unfold unto you a mystery. Behold, I shew you a mystery: 
shall not all sleep, but we shall We shall not all sleep when He We shall not all sleep, but we 
all be changed, in a moment, in cometh , but we shall all be shall all be changed, in a 
the twinkling of an eye , at the changed in a moment, in the moment, in the twinkling of an 
last trumpet. For the trumpet twinkling of an eye, at the sound eye, at the sound of the last 
will sound, and the dead will be of the trumpet. For the trumpet trumpet: for behold, the trumpet 
raised imperishable, and we shall sound, and the dead shall be shall sound, and the dead shall 
shall be changed .... 425 Then raised incorruptible, and all we be raised incorruptible, and we 
shall come to pass the saying shall be changed. Then what of shall be changed. Then shall be 
that is written: old was written, the same shall be brought to pass the saying that is 
brought to pass. written, 
425 Shaw included "For this perishable nature must put on the imperishable, and this mortal nature 
must put on immortality. When the perishable puts on the imperishable, and the mortal puts on 
the immortality," (vv. 53 and 54) which were not included in Brahms 's chosen text. 
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Table 4.3 (continued) 
VI (continued) VI (continued) VI (continued) 
"Death is swallowed up in For death shall be swallowed in Death is swallowed up in 
victory. victory! victory. 
(Isaiah 25:8) 
0 death, where is thy victory? Death, 0 where is thy sting? 0 death, where is thy victory? 
0 death, where is thy sting?" Grave, where is thy triumph? 0 death, where is thy sting? 
(Hosea 13:14) 
-I Corinthians 15:51, 52, 54, 55 
Worthy art thou, our Lord and Worthy art Thou to be praised, Worthy art Thou, Lord, of praise 
God, to receive glory and honor Lord of honour and might! For and glory, honour and power: 
and power, for thou didst create Thou hast earth and heaven for Thou, Almighty, hast created 
all things, and by thy will they created, and for Thy good all things, and because of Thy 
existed and were created. pleasure all things have their will they were, and were 
being, and were created. created. 
-Revelation 4:11 
VII VII VII 
Blessed are the dead who die in Blessed are the dead, which die in Blessed are the dead which die 
the Lord henceforth. Blessed the Lord from henceforth. Saith in the Lord from henceforth: 
indeed, says the Spirit, that they the spirit: That they rest from even so, saith the Spirit; for they 
may rest from their labors, for their labours, and that their works rest from their labours; and their 
their deeds follow them! do follow after them. works follow after them. 
-Revelation 14:13 
Shaw apparently did not perform the Requiem in English for the next 35 years.426 
In 1995 he conducted an English sing-along in Spivey Hall, Clayton State University, as 
part of a series of choral workshops. Less than a year later, Shaw led another sing-along 
in English at Boston University. At both occasions, he used an edition that he created. 
426 Shaw essentially confirms that he indeed did not perform the Requiem in English for a number 
of decades in the CD liner notes of the 1999 MTC recording, although he claims it was six to 
seven decades. It, in fact, was approximately half that estimate. 
219 
The translation, however, was Elizabeth Tarquair's,427 published in 1872 and later revised 
by R. H. Benson in 1890 (T/B).428 
It is clear the T/B version (G. Schirmer) served as one of Shaw's guides for the 
translation he created in 1999. The Shaw and T/B English translations are remarkably 
similar. Both employ idiomatic verbs (e.g . "taketh" and "withereth"), which are 
characteristic of the King James Version of the Bible (KJV). They also share parlance 
such as, "husbandman" (mvmt. II), and "handbreadth" (mvmt. III). Lara Hoggard's 
translation429 is akin to the T/B and Shaw versions in that it also consists of the same KJV 
parlance ("husbandman" and "handbreadth") and double-syllable verbs ending in "-eth." 
Hoggard's translation, however, tends to insert more prose. In the first movement, for 
instance, Hoggard translated Matthew 5:4 as, "Blest are they who are sorrowful; blest are 
they that mourn; for they shall have comfort," whereas the T/B and Shaw versions are 
more simplistically literal, "Blessed are they, blest are they that mourn, for they shall 
have comfort." Later in the first movement, Hoggard translates the fifth verse of Psalm 
126 as, "They who in sorrow with tears are sowing, shall with rejoicing in joy be 
reaping." Shaw translated the same verse as, "They that sow in tears and weeping surely 
shall reap with joyful singing, reap in joy ." 
The extent to which Hoggard's translation and adaptation affected Shaw is 
unclear. There are similarities between both versions (i.e. "Grieve not," mvmt. V, m. 14), 
427 The DVD, which accompanies Burris's biography, contains the sing-along at Boston 
University, which is how I verified the translation. Yale's archive contains the score Shaw created 
for the Spivey Hall sing-along (Box 55, Folder 504, MSS 86, Shaw Papers, Yale University). I 
also verified the translation of this score . 
428 Van Camp, 15 . 
429 Johannes Brahms, A German Requiem, Opus 45, vocal score, Hoggard. 
220 
but they are fewer than the differences. Shaw acknowledged he completed a word-for-
word comparison of his and Hoggard's texts in the CD liner notes of the 1999 MTC 
recording.430 Such a comparison could only be done once Shaw had completed some sort 
of draft. The absence of a translation attributable to Hoggard in Shaw's archive at Yale 
University makes it probable that Hoggard's English version of the Requiem had minimal 
influence on Shaw ' s process. 
William Bullock's work with the Requiem, on the other hand, was evidently a part 
of Shaw's translation process and rendering. Xeroxes of several pages from Bullock's 
adaptation were located in the archive at Yale.431 A few notes are scattered throughout 
Bullock's translation comparing various English words. The pronoun "that," as example, 
was jotted above Bullock's printed "who" near the text of Psalm 126:5 (mvmt. I) on page 
viii. Shaw ultimately chose to translate this verse as, "They that sow in tears and 
weeping" (as opposed to "They who"). It appears Shaw extensively consulted "Appendix 
2," which provides 32 Biblical renderings of the Requiem's text in English. Tick marks 
denote a number of verses, indicating which Biblical versions Shaw considered while 
making his adaptation. 
430 
"I should like to express my esteem for the new vocal/orchestral and German/English editions 
of Brahms's German Requiem published recently by Lara Hoggard (Hinshaw Music, Inc., 1989) . 
. . . Our approaches to textual adaptation have been somewhat different, but even having foregone 
a word-by-word comparison of our texts, I feel certain we must have arrived at several common 
solutions (In particular, his use of the text 'Grieve not' in measure 14 of movement five seems to 
me very felicitous.)." Shaw, liner notes to Brahms: A German Requiem, Telarc CD-80501, 1999, 
7. 
431 Shaw's files at Yale (Box 270, Folder 962) contain copies of, "Sources, Translation, and 
Prosodic Adaptation of the German Text," viii-x; and, "The Brahms Requiem Text as Rendered 
in Thirty-Two Biblical Sources," Appendix 2, 113-122, from Brahms, A German Requiem, 
adaptation by William Bullock, (Columbus, GA: Columbus Civic Chorale, Inc., 1997). 
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Shaw apparently did not employ any additional English adaptations as guides for 
his own.432 He did consult additional sources during his research. When asked the extent 
of his involvement in the translation process for the 1999 MTC recording, Jessop 
responded: 
He [Shaw] would call and ask an opinion occasionally, but I was not involved in 
any way with the translation. You know, he would compare the vulgate with the 
King James. He, if he could, would get the best translation of the Lutheran bible 
that he could find: he'd look at the original German. This man was a scholar. He 
didn't just take it at face value. He really probed and prodded and tried to make 
sure that he had all of his bases covered and that he'd looked at every angle. He 
did relentless research. He was here in Salt Lake- I think it was when he did the 
broadcast [Music and the Spoken Word, MTC, 1997]-and I got a call. He says, 
"Craig could you get me a vulgate copy of the bible? I want to do some 
comparisons." He was working on the Brahms [Requiem] at the time for us. I 
would say my contribution was zero in what he did.433 
Shaw's archived materials contain an undated, handwritten response to what 
appears to be an interview .434 The interviewer essentially asked Shaw to discuss his 
considerations when choosing the language in which to perform a work, and in selecting 
or preparing a translation for the performance. His response was one must first consider 
whether the work is narrative or dramatic, lyric or poetic. He asserted that a dramatic or 
narrative work such as a Bach Passion depends far more upon the intelligibility of the 
text. A lyric or poetic work's message, on the other hand, is generally relayed through 
imagery of the language, though not always. He claimed a literal rendering of a lyrical or 
poetic text is less urgent. Second, he contemplated the familiarity of the text in question. 
432 Shaw was aware of Atkins's adaptation (Novello, 1944), which is evidenced by his 
acknowledgements in the CD liner notes of the 1999 MTC recording (p. 7). None of the sources 
consulted for this study indicate that Shaw substantially consulted the Atkins adaptation while 
creating his English translation. 
433 Jessop, phone interview, 2012. 
434 Shaw, undated, untitled interview, Box 271, Folder 974, MSS 86, Shaw Papers, Yale 
University. 
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If the text is well known, then he was less concerned with the listener's understanding. 
Third, Shaw surveyed the availability and quality of existing translations in the native 
tongue. A translation must, according to Shaw, meet the same standards as the original 
work. If the translation, when applied to the rigors of music, is unworthy, then he felt it 
was not useful. "In general," Shaw wrote, "[the] things people sing about have to have 
'integrity of community-mutual propriety ."'435 
Shaw was experienced with translating large works such as Haydn's The Creation 
and The Seasons/36 Mendelssohn's Elijah,437 and Bach's St. Matthew Passion.438 
Additionally, he knew much of Brahms's music. According to Burris, Shaw performed 
the vast majority of the composer's works- including the four symphonies and piano 
concertos-numerous times.439 He performed the Requiem over 100 times (Appendix A). 
Finally, he surely knew the text. He memorized most of Brahms's chosen biblical 
passages as a youth.440 There were clearly several English versions of the Requiem 
435 Shaw, undated, untitled interview, Box 271, Folder 974, MSS 86, Shaw Papers, Yale 
University. 
436 Thomas Pyles and Alice Parker did much of the translation work for The Seasons in 1961. 
Their translation was not published. Based upon correspondence from Parker it is clear that Shaw 
oversaw the edition. Parker, letters to Shaw, Box 321, Folder 1873, MSS 86, Shaw Papers, Yale 
University. The translation of The Creation was not published but used in Shaw's recording with 
the ASO and ASOC, Telarc CD-80298, 1992. 
437 This translation was not published but used in Shaw's recording with the ASO and ASOC, 
Telarc CD-80389, 1995. 
438 J. S. Bach, The Passion of Our Lord According to St. Matthew, edited by Robert Shaw (New 
York: G. Schirmer [ED2358], 1959). 
439 Burris, 436. 
440 
"In my own case, for instance, I had memorized most of the texts selected by Brahms before I 
could read them, or sorely, understand them." Shaw, liner notes to Brahms: A German Requiem, 
Telarc CD-80501, 1999,6-7. Burris adds, "He [Shaw] loved Brahms's application and editing of 
those texts [the Requiem's] . ... He knew the language, the colors, of Brahms intimately," 435-
436. 
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published by the time Shaw embarked on his project.441 His choice to create another 
English adaptation suggests he considered them to be substandard in comparison to the 
Requiem's artistic achievements. 
Shaw may have agreed with Hoggard's rationale for creating his edition: 
Examination of various editions led to a surprising discovery: discrepancies 
existed between the German score and the English edition .... Not only were 
there inaccuracies in the translation of German into English, and significant 
textual differences among various English editions, but evident also were 
alterations in phrasing, note values, rhythmic patterns, and prosodic underlay, 
along with distortion (if not outright rejection) of the composer's "trademark" 
use of cross-accent and hemiola. Further study, however, resulted in the 
judgment that some of these alterations were valid-undoubtedly representing 
carefully considered editorial compromise-and their adoption necessary 
because of problems adapting one language to music written for another. But 
there were also substitutions and other kinds of modifications, which appeared to 
reflect less justifiable attitudes and procedures. Among those could be mentioned 
unawareness of, or indifference to, musical/poetical values clearly intended by 
the composer. Most puzzling of all, however, was what appeared to be 
imposition of personal dogma of the translator, editor, or publisher in flagrant 
opposition to Brahms's stated theological/humanistic ideas and purposes.442 
Shaw offered insight into his motivations for creating another translation within the liner 
notes of the 1999 MTC recording: 
This is in no sense a "translation" of the texts of the Brahms German Requiem. 
Except for a 1996 "reading session" with a group of three hundred church choir 
directors and singers-who explored together some of the nuances of balance, 
tempo, tone color, construction, and enunciative disciplines of the traditional 
English version [T/B]-I had not experienced a German Requiem in English 
during the past six to seven decades .443 
As I began early in my professional life seriously to study and perform the 
major choral repertoire of our European heritage, it seemed to me that while 
works with a dramatic or narrative text might best connect with American 
performers and audiences in their own language, works whose texts were 
primarily lyric, poetic, or contemplative were frequently more "revealing" in 
441 According to Van Camp, there were at least five, 15-21. 
442 Hoggard, iii. 
443 Shaw was referring to the sing-along at Boston University (1996). He also read, as noted, the 
Requiem in English the year previously (1995) at Spivey Hall. 
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their original language, particularly when given a programmatic, literal 
translation. 
One may assume, I think, that a major motivation for Brahms to bring 
together the Biblical texts of his Requiem was to have such a work in the living 
language of his time and society. 
Though now, at the end of the twentieth century, the many available versions 
of the English Bible still greatly correspond to one another and to the Lutheran 
German Bible as regards the organization of chapter and verse, there are, of 
course, great differences of grammar, syntactical construction, and, inevitably, of 
style, "personality," and interpretive emphasis. 
Every time in the past fifty years that I have considered making an English 
version of the German Requiem, I have concluded that a "translation" would not 
work grammatically, aesthetically, quasi-liturgically, philosophically, or 
"spiritually." A version in English would need roots in a language as deep as 
those in music, and as exalted in beauty. 
The "King James" version of the English Bible, together with the plays and 
poetry of William Shakespeare, are our noblest linguistic heritage. And while the 
past century of Biblical scholarship has added historical information and verbal 
specificity, most of us would agree that these newer translations have not 
challenged the beauty of the King James Version or the mysterious, frequently 
non-verbalizable meanings hidden in its poetry or in a lifetime of familiarity. (In 
my own case, for instance, I had memorized most of the texts selected by Brahms 
before I could read them, or sorely, understand them.) 
At any rate, while I am not "ashamed" of this adaptation of the King James 
English scriptures to Brahms's German Requiem, I do feel I know its 
weaknesses, failings, and compromises as well as most who may encounter it. It 
pains me deeply not to have an appropriate English syllable where Brahms has 
placed one in German, or to add (less frequently) an English syllable where 
Brahms has none. I can only hope that, having conducted hundreds of rehearsals 
and performances of the German Requiem, I may somehow be guided perhaps 
unconsciously into solutions of English textual underlay which do the least 
possible harm to Brahms's music, while allowing an English-speaking chorus, 
audience, or congregation to meet anew the mysterious communications of its 
richest linguistic community .444 
A comparison of the original German text, the T/B translation, and Shaw's 
adaptation identifies specific problems he found in another translation and his solutions. 
As with any translation, a German word can occasionally be ambiguously translated into 
English. For instance, the German word, "ErlOseten" (mvmt. II), can be translated either 
as "redeemed" (T/B) or "ransomed" (Shaw). Within the verse's context, both have 
444 Shaw, liner notes to Brahms: A German Requiem, 6-7. 
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relatively similar meanings. Table 4.4 makes it evident that Shaw was more faithful to 
Brahms's conception of the German text, the Requiem's message, and the King James 
Version of the Bible. Shaw's translation of "Herrn" (mvmt. II, James 5:7) most 
adequately supports this assertion . "Herrn" literally means "Lord." No other English 
equivalent (excepting, "Master," Pet)445 exists within the English Biblical versions 
Hoggard and Bullock researched.446 T/B translated "Herrn" as "Christ," evidencing a 
conspicuous dogmatic agenda, which is antithetical to Brahms's apparent intent. Scholars 
have discussed the lack of the word "Christ" in the text Brahms compiled and the 
ramifications thereof-a Requiem for humankind.447 The choice to insert "Christ" 
undeniably calls the adequacy of the T/B version into question. 
The T/B translation was used for comparison because it was the adaptation Shaw 
evidently chose when he performed the Requiem in English. Examining the text 
separately from the music magnifies the nuances of translating one language to another. 
Table 4.4 provides a detailed view of the German text and two English translations. 
Endnotes contain details and observations regarding discrepancies between the two 
English versions . Differences are not comprehensively noted. Relatively inconsequential 
445 Eugene H. Peterson's Paraphrase, as quoted by Bullock, 115. 
446 Hoggard, p. iii, n. 5; Bullock, 115. 
447 In her article, "Ein deutsches Requiem: (Mis)conceptions of the Mass," Nancy Thuleen 
expounds upon this subject. Moreover, the vast majority of publications, which discuss the 
historical context of the Requiem, detail Karl Reinthaler's-organist and director at the St. Petri-
Domkirche in Bremen-discontent during the preparations for its premiere (first six movements, 
Bremen, 1868). Apparently, Reinthaler beseeched Brahms to include a more definitive orthodoxy 
within the work. He felt it should occupy "not only religious but purely Christian ground ," 
(Hoggard, p. iii). Brahms refused to alter his work, stating that it was for all humankind. 
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variations (i.e. mvmt. II, James 5, "long patience" vs. "patience," or synonyms "albeit" 
vs. "but," I Peter 1:25), were bypassed . 
Table 4.4 Comparison of English translations of the Requiem 
Original German Traquair/Benson Translation, Shaw Translation 
G. Schirmer (1872/1890) (1999)448 
I I I 
Selig sind, die da Leid trag en, Blessed they, blessed are they Blessed they, blese are they 
denn sie sol/en getrostet werden. that mourn, for they shall have who2 mourn, for they shall have 
comfort. comfort. 
-Matthew 5:4 
Die mit Triinen siien, werden They that sow in tears shall reap They that sow in tears and 
mit Freuden ernten. Sie gehen in joy. Who goeth forth and weepin~ surely shall reap with 
hin, und weinen und tragen weepeth, and beareth precious joyful singing, reap in joy .4 Who 
edlen Samen; und kommen mit seed, shall doubtless return goeth forth and weepeth, 
Freuden, und bringen ihre rejoicing, and bring his sheaves bearing5 precious seed, shall 
Gar ben. with him. doubtless return with rejoicing,6 
-Psalm 126:5,6 bringing his sheaves with 
him.7,8,9, 1o 
II II II 
Denn alles Fleisch ist wei Gras, Behold, all flesh is as the grass, Behold , all flesh is as the grass, 
und alle Herrlichkeit des and all the goodliness of man is and all the glory of mankind 11 as 
Menschen wie des Grases as the flow'r of grass. For lo, the is as the flow'r of grass . For lo , 
Blumen . Das Gras is verdorret grass with'reth, and the flow'r the grass with 'reth, and the 
und die blume abgefallen. thereof decayeth. flow'r thereof is fallen .12 
-I Peter 1:24 
So seid nun geduldig, lieben Now, therefore, be patient, 0 my Now therefore be patient, my 
BrUder, bis auf die Zukunft des brethren, unto the coming of dear13 brethren 14 , unto the 
Herrn. Siehe, ein Ackermann Christ. See how the husbandman coming of the Lord .15 See how 
wartet auf die Kostlicher Frucht waiteth for the precious fruit of the husbandman 16 waiteth for 
der Erde, und ist geduldig the earth, and hath long patience the precious fruit of the earth, 
dariiber , bis er empfahe den for it, until he receive the early and with patience he waiteth till 
Morgenregen und Abendregen. rain and the latter rain. So be ye he receive the early rain and 
So seid geduldig. patient. also the latter rain. So be ye 
-James 5:7,8 patient. 
Aber des Herrn Wort bleibet in Albeit the Lord 's word endureth But still the Lord's word 
Ewigkeit . for evermore. standeth forever more. 17 
-I Peter 1:25 
448 ©Copyright Alfred Publishing Co., Inc., reprinted by permission. 
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Table 4.4 (continued) 
II (continued) II (continued) II (continued) 
Die Erloseten des Herrn werden The redeemed of the Lord shall And the ransomed18 of the Lord 
wieder kommen, und gen Zion return again , and come rejoicing shall return with singing unto 
kommen mit Jauchzen; ewige unto Zion, gladness, joy Zion, coming rejoicing,19 joyful. 
freude wird uber ihrem Haupte everlasting, joy upon their heads Joy everlasting shall crown their 
sein, Freude und Wonne werden shall be. Joy and gladness, these heads forever more."0 Gladness 
sie ergreifen, und Schmerz und shall be their portion, and tears and glory welcome and embrace 
Seufzen wird weg mussen. and sighing shall flee from them. them,21 and grief2 and sighing 
-Isaiah 35:10 shall flee from them .23 
III III III 
Herr, lehre doch mich, daft ein Lord, make me to know, the Lord, make me to know the 
Ende mit mir haben muft, und measure of my days on earth, to measure of my days on earth, 
me in Leben ein Ziel hat, und ich consider my frailty that I must that my life is but frailty ,24 and I 
davon muft. Siehe, meine Tage perish. Surely, all my days here must perish. Surely, all my days 
sind einer Hand breit vor dir , are as an handbreadth to Thee, here are as an handbreadth to 
und mein Leben ist wie nichts and my lifetime is as naught to thee, and my lifetime is as 
vor dir. Ach, wie gar nichts sind Thee. Verily, mankind walketh in naught to thee . Verily, mankind 
aile Menschen, die doch so a vain show, and their best state is walketh in a vain show; even25 
sicher !eben! Sie gehen daher vanity. Man passeth away like a his best state is vanity. He goeth 
wie ein Schemen, und machen shadow; he is disquieted in vain; about like a shadow26 in his 
ihnen vie! vergebliche Unruhe; he heapeth riches and cannot tell anxieties , and in vain27 he 
sie sammlen, und wissen nicht who shall gather them. Now, heapeth up riches, but knoweth, 
wer es kriegen wird. Nun, Herr, Lord, 0 what do I wait for? My nay , knoweth not who shall 
weft soli ich mich trosten? Ich hope is in Thee. gather them. Now Lord, what 
hoffe auch dich. -Psalm 39:4-7 then do I wait for? 28 My hope is 
in thee!29 
Der Gerechten Seelen sind in But the righteous souls are in the For the righteous souls are in the 
Gottes Hand, und keine Qual hand of God, nor pain nor grief hand of God, and ne'er shall 
ruhet sie an . shall nigh them come. harm reach unto them?0 
-Wisdom of Solomon 3:1 
IV IV IV 
Wie lieblich sind deine How lovely is Thy dwelling How lovely is thy dwelling 
Wohnungen, Herr Zebaoth! place, 0 Lord of Hosts! For my place , 0 Lord of Hosts!31 For 
Meine Seele verlanget und soul, it longeth, yea, fainteth for my soul, it longeth and fainteth 
sehnet sich nach den Vorhofen the courts of the Lord. My soul for the courts of the Lord. My 
des Herrn; mein Leib und Seele and body crieth out, yea, for the heart and flesh32 cry out for joy 
freuen sich in dem lebendigen living God. Blest are they that unto the living God. Blesf3 are 
Gott. Wohl denen, die in deinem dwell within Thy house; they they who make thy house their 
Hause wohnen, die loben dich praise Thy name evermore. dwelling;34 they praise thy name 
immerdar. -Psalm 84:1,2,4 evermore. 
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Table 4.4 (continued) 
v v v 
Ihr habt nun Traurigkeit; aber Ye now are sorrowful; howbeit, Y e now are sorrowful. 
ich will euch wieder sehen und ye shall again behold me, and Weep not,35 for I will see you 
euer Herz sollichfreuen und your heart shall be joyful, and again,36 and your heart shall be 
eure Freude sol! niemand von your joy no man taketh from you. joyful, and your rejoicing no 
euch nehmen. -John 16:22 one taketh from you.37 
Ich will euch trosten, wie Einen Yea, I will comfort you, as one And I will comfort?8 as one 
seine Mutter trostet. whom his own mother whom his own mother 
comforteth. cornforts?9 
-Isaiah 66:13 
Sehet mich an: ich habe eine Look upon me; ye know that for a Look on me then, for it was but 
kleine Zeit, Miihe und Arbeit little time labour and sorrow were a little time, labor and trouble40 
gehabt und habe grojJen Trost mine, but at the last I have found were mine, yet I have found at 
funden. comfort. last comfort.41 
-Ecclesiasticus 51:35 
VI VI VI 
Denn wir haben hie keine Here on earth have we no Here on earth have we no 
bleibende Statt, sondern die continuing place, howbeit, we continuing place, wherefore we 
zukiinftige sue hen wir. seek one to come. seek one to come.42 
-Hebrews 13:14 
Siehe, ich sage euch ein Lo, I unfold unto you a mystery. Lo, I will show unto you a 
Geheimnis: wir werden nicht We shall not all sleep when He mystery: We shall not all sleep 
alle entschlafen, wir werden cometh, but we shall all be here forever ,43 but we shall all44 
aber alle verwandelt werden; changed in a moment, in the be changed45 in a moment, in the 
und dasselbige plOtzlich, in twinkling of an eye, at the sound twinkling of an eye, at the sound 
einem Augenblick, zu der Zeit of the trumpet. For the trumpet of the trumpet. For the trumpet 
der letzten Posaune! Denn es shall sound, and the dead shall be shall sound, and the dead shall 
wird die Posaune schallen, und raised incorruptible, and all we all be raised incorruptible, and 
die Toten werden auferstehen shall be changed. Then what of we shall all be changed.46 Then 
unverweslich, und wir werden old was written, the same shall be what the prophet long hath 
verwandelt werden. Dann wird brought to pass. told,47 the saying, shall be 
erfiillet werden das Wort, das brought to pass.48 
geschrieben steht. 
Der Tod ist verschlungen in den For death shall be swallowed in For death is swallowed up49 in 
Sieg. victory! victory .50 
(Isaiah 25:8) 
Tod, wo ist de in Stachel? Death, 0 where is thy sting? Death, 0 where is thy sting?51 
Holle, wo ist de in Sieg? Grave, where is thy triumph? Grave,52 where is they vict'ry? 
(Hosea 13:14) 
-I Corinthians 15:51, 52, 54, 55 
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Table 4.4 (continued) 
VI (continued) VI (continued) VI (continued) 
Herr, du bist wiirdig zu nehmen Worthy art Thou to be praised, Lord, thou art worthy of honor, 
Preis und Ehre und Kraft, denn Lord of honour and might! For praise, and glory and might;53 by 
du hast aile Dinge erschaffen; Thou hast earth and heaven thee alone were all things 
und durch deinen Willen haben created, and for Thy good created, and by thy good will all 
sie das Wesen, und sind pleasure all things have their creatures have their being, and 
geschaffen. being, and were created. were created .54 
-Revelation 4:11 
VII VII VII 
Selig sind die Toten , die in dem Blessed are the dead, which die in Blessed are the dead who from 
Herrn sterben, von nun an. fa the Lord from henceforth. Saith now on55 shall die in the Lord, 
der Geist spricht, dajJ sie ruhen the spirit: That they rest from from henceforth.56 Saith the 
von ihrer Arbeit; denn ihre their labours, and that their works spirit: that they rest now from 
Werke folgen ihnen nach. do follow after them. all their labors ,57 and that their 
-Revelation 14:13 works follow after them. 
1 Shaw's choice of "blest" is more in keeping with Brahms's textual underlay. The single-syllable 
"blest," allows the English "mourn" to fall precisely where its German equivalent does, colored 
by the harmonic shifts of mm. 21-22. Tarquair repeated "blessed" in m. 20, which displaces 
"mourn," and thus skews it from the harmonic architecture. 
2 Shaw's handwritten score contains "Blest are they that mourn." The translation was presumably 
adjusted during the recording process, which Jessop acknowledged had been done sparingly and 
with the utmost effort to remain faithful to Shaw's work. "Who" grammatically accompanies 
"they" properly in the English language. 
3 In m. 55, Shaw likely chose to include "weeping" in the alto line for rhythmic purposes, which 
accurately reflects Brahms's underlay of the double-syllable, "sit-en." He did not follow suit in 
the soprano part of m. 55, which is also-in the German-set over two quarter notes. This is 
likely because the soprano part changes pitch, thus it is not as important to preserve the rhythm. 
His choices pit "tears" (soprano) against "weeping" (alto) on the same two beats, which may 
challenge intelligibility . Tarquair employed "tears" consistently- turning the alto line into a half 
note. The original German text is comprised only of the noun "Triinen" (tears). Therefore, 
Tarquair's version alters Brahms's original rhythm (very slightly), and Shaw's alters the German 
text. 
4 Tarquair's "reap in joy" is an accurate rendering of the original German. Shaw (soprano and alto 
parts only-mm. 56-58) made "Freuden" an adjective and includes "singing" -a verb not 
present in the German. As previously, Shaw altered the German text but more closely abided the 
original rhythm. Tarquair did the opposite. Shaw variously employed "reap with joyful singing," 
"reap with rejoicing," or "reap rejoicing," to match the rhythm of Brahms's text underlay in mm. 
56-60. Tarquair, on the other hand, actually added eighth notes, which precede those of Brahms's 
original melody (ATB-mm. 56-58). 
5 
"Bearing" (as opposed to "beareth") is more consistent with the KJV. 
6 The CD liner notes of the 1999 recording exclude Shaw's full translation: "shall doubtless come 
again with rejoicing," which he set to the melodic material sung by the tenors (m. 88-89) and 
baritones/basses (mm. 89-90). It appears Shaw wished to subordinate the soprano and alto 
(harmonic) parts by employing, "shall come with rejoicing." Tarquair simply employed the 
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former throughout. Of course, Shaw's approach is slightly less consistent with the KN, but it 
enhances the musical and rhetorical structure of the phrase. 
7 In mm. 107-115, Shaw adjusted the text underlay, presumably to add emphasis to "mourn." For 
instance, the tenors and altos (mm. 113-114) have a melisma, to which Brahms set "Leicf' 
(mourn). Tarquair set "they" over the melisma. Shaw set "mourn" over the same material , which 
is wed more meaningfully to the music and consistent with Brahms's setting. He also did this 
with the alto part (mm. 108-109), setting "mourn" over all three notes. Although not precisely 
consistent with Brahms's syllabic underlay, it seems to align with his intent. Tarquair set "they 
that mourn" over all three notes, placing the least emphasis on "mourn." 
8 In m. 130 Tarquair slightly altered the rhythm of the altos and basses to two half notes, setting 
"shall have" over each. This alters Brahms's rhythm. Shaw, on the other hand, basically 
preserved it by moving "have" to the fourth beat. 
9 In m. 151 Shaw preserved Brahms's rhythm and melodic stress by placing "they" on the fourth 
beat. Tarquair placed "they" on beat three, making the SAT parts melismatic and removing the 
propulsion that beat four should have as it begins the next phrase. 
10 In mm. 150-151 Tarquair placed "shall" over the high notes where Shaw used "comfort." 
Brahms placed "sol/en" in the same spot. Both English words have vowels similar to the German. 
Shaw's double-syllable choice, however, matches the double-syllable German word and 
preserves Brahms's rhythm. 
11 Shaw employed "glory of mankind," which is more literal and in keeping with the KJV. Both 
versions essentially preserve the rhythm and textual stress of the original. 
12 Shaw ' s choice of"is fallen" is more literal ("abgefallen," fallen off) and in keeping with the 
KJV. 
13 
"Dear" is a more literal rendering of" lie ben Briider" than Tarquair's "0 my." "Dear" is in few 
Biblical translations (The Living Bible and New Living Translation), which Shaw evidently did 
not consider. He did consider the NRSV, which translates "lieben Bruder" as "beloved," which 
has too many syllables. 
14 The translation in the CD liner of the 1999 recording contains "be patient, dear brethren." 
Shaw's handwritten score contains "be patient, my dear brethren," which the MTC sang on the 
1999 recording. 
15 
"Herrn" translates as "Lord," which Shaw employed. Scholars have discussed the lack of the 
word "Christ" in the text Brahms chose (Hoggard, iii) and the ramifications thereof-a Requiem 
for humankind (by implication, lacking overt dogma). Moreover, Hoggard ' s research maintains 
that no extent Biblical source translates this passage with the word "Christ" (Hoggard, iii). 
Consequently, inserting "Christ" dramatically alters Brahms's intent. 
16 A number of translations employ "husbandman." Shaw likely translated it as such not only 
because the KJV does, but also because the word carries social connotations (lower class status) 
that are significant to the overall passage (e.g. the poor wait for the riches of the lord). 
"Husbandman" also has three syllables, which aligns with "Ack-er-mann ." 
17 Shaw's choice of"standeth" preserves Brahms's rhythm in m. 201. To accommodate 
"endureth," Tarquair had to add an eighth note to Brahms's music, as a pick-up to mm. 201 and 
202. 
18 According to Bullock (viii), "Erldseten" translates as "redeemed." The verb, "Erldsen," 
translates, as "to redeem." Other dictionaries, as well as the vast majority of the English bibles 
Bullock consulted, translate "Erldseten" as "the ransomed ." Shaw likely chose "ransomed" to 
remain consistent with the KJV. 
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19 Shaw's primary concern in translating this particular section of the text was presumably 
preserving the rhythm and spirit of Brahms's melodic theme. Shaw is more successful in this 
regard. First, he placed "Zion" precisely where Brahms did (mm. 210-211). Tarquair did not. 
Second, he maintained Brahms's syllabic underlay in m. 212 (the articulated eighth notes of the 
second beat are necessary for the theme's vitality). Finally, Shaw concluded the phrase with 
"rejoicing", which is the English equivalent of Brahms's "Jauchzen." Tarquair chose "Zion." 
20 In mm. 225-231 (and mm. 325-331) Shaw chose to abide Brahms's syllabic rhythm, which 
required him to employ "shall crown their heads forever more." He apparently was not concerned 
with placing the English, "head," where Brahms placed its German equivalent, "Haupte" (mm. 
229-239). Tarquair's version ("joy upon their heads shall be"), slurs notes that Brahms 
articulated (i.e. "joy," m. 225.3-4 tom. 226.1), but sets "head" precisely where Brahms set 
"Haupte." 
21 
"Werden sie ergreifen" translates roughly as "they shall take." All of the Biblical versions that 
Shaw evidently considered employ "obtain." It is unclear why Shaw altered the subject of the 
passage ("They shall obtain" versus "Gladness and glory shall welcome and embrace them"). 
22 Shaw's "grief' is a closer rendering of "Schmerz" than Tarquair's "tears." 
23 Tarquair set "Zion" throughout mm. 283-286. Brahms set "kommen." Shaw's setting of 
"coming" sounds remarkably similar to the German version. 
24 Shaw's translation, "That my life is but frailty" is a more literal rendering ("und mein Leben ein 
Ziel hat," and my life an end has). All of the Biblical versions that Shaw evidently considered 
reinsert a verb into the phrase (e.g. "that I may know how frail I am"-KJV and NKJV). He 
plausibly arrived at his version in order to place "life" where Brahms placed "Leben." Shaw 
provided an ossia in his handwritten score: "that man is mortal." Although further from the literal 
translation, it contains a similar sentiment and also reflects the grammatical structure of the 
German. 
25 Nathan Gunn sings, "and his best state," as opposed to, "even his best state," on the 1999 
recording. The translation in the CD liner and in Shaw's handwritten score contains the latter. 
The translation was presumably adjusted during the recording process. 
26 Shaw's translation, "he goeth about like a shadow" is more literal and consistent with the vast 
majority of English Bible translations. Tarquair's, "man passeth away like a shadow," has a 
markedly different meaning. Only three English Bibles have translations similar to Tarquair's: 
The Contemporary English Version, Douay-Rheims Translation, and The Revised English Bible. 
Bullock, 116-117. 
27 Shaw moved "in vain" (vergerbilche). In the German it modifies "Unruhe" (restless) in the 
clause, "und machen ihnen viet vergebliche Unruhe" (and make them very vainly restless). Shaw 
displaced it to the following clause (in vain he heapeth up riches). Although he likely did this to 
accommodate Brahms's rhythm, it does alter the meaning of the verse. Tarquair's version is 
faithful to the German text and Brahms's rhythm. 
28 Shaw employed "Now Lord, what then do I wait for" (mm. 144-161), which is the same 
number of syllables (eight) as the German phrase. This allows for Shaw's translation to fit 
precisely over Brahms's melody. T/B, also chose an eight-syllable phrase to match the German, 
"Now Lord, 0 what do I wait for." The "0" was omitted in the choral reprise, which required 
"Lord" to be slurred over two quarter notes. As this is an important theme whose character 
depends, in part, upon its articulation, The T/B setting seems not to work as well. 
29 Although Shaw and Tarquair's translations are the same, Shaw more accurately abided 
Brahms's syllabic underlay, altering slurs far less (especially in the soprano and baritone/bass 
parts) than Tarquair. 
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30 Shaw's translation is more accurate (Tarquair inserts an extra noun into the phrase). This phrase 
is set to the fugal subject (beginning, m. 173) . Preserving its character was presumably of primary 
importance. Brahms's subject is 19 quarter notes in length and contains a single element of 
syncopation (a tie accompanying the German word, "ruhret," which connects quarter notes 16 
and 17). Although both translations are precisely the same number of syllables as the German 
phrase (eight) , Tarquair altered the subject by removing the tie while Shaw preserved it. In 
general, Tarquair' s version is devoid of Brahms's hallmark syncopation over "ruhret" throughout 
the fugue . The most blatant instance is in the initial statement of the subject-T, m. 173 . 
3 1 Shaw and Tarquair 's adaptations are precisely the same, except for the recapitulation of the 
opening thematic material (m. 89). Shaw clearly noted that Brahms adjusted the rhythm in the 
baritone/bass part (mm. 90-91) and abided it with his underlay. Tarquair did not. She aligned the 
text in the baritone/bass part (m. 90) with all the other choral parts, which is essentially are-
composition of this section . 
32 The MTC sings, "My heart and soul cry out," (mm. 66-67) on the 1999 recording. The 
translation in the CD liner and in Shaw' s hand written score contains , "My heart and flesh cry 
out." The translation was presumably adjusted during the recording process. "Leib und seele" is 
literally translated as "body/flesh and soul." All of the Biblical versions that Shaw evidently 
considered (ASV, KJV, NKJV, NRSV, and RSV), however, contain the translation Shaw chose 
(without the word "soul"). Thus, Tarquair ' s translation is more literal while Shaw 's is more in 
keeping with the KJV -including the insertion of a second preposition. 
33 Shaw employed "0 blest are they" in m. 115 to accommodate Brahms's rhythm. While this is 
not in the CD liner translation , the MTC sings the "0" that Shaw prescribed. 
34 The T/B translation is more literal, "die in dienem Hause wohnen" (who in thy house dwell). 
Shaw 's keeps the phrase 's sentiment and fits precisely over the syllabic underlay of the German , 
preserving Brahms 's articulations in m. 122. 
35 Shaw provided an ossia in his handwritten score with "Howbeit" as an alternative , which is 
both a more proper translation of "aber" and more in line with the Biblical versions Shaw 
evidently considered. "Weep not," is likely more intelligible to modern audiences. 
36 The T/B translation alters the German phrase, "aber ich will euch wieder sehen" (but I will you 
again see). This reverses the subject and object, "howbeitye shall again behold me ." Shaw 's 
preserves the meaning of the German. 
37 The T/B setting re-composes Brahms's rhythm in the solo part (m. 20) by placing "your joy" 
over two half notes. Shaw 's setting preserves the first dotted quarter note and eighth of the 
measure by employing "your rejoicing ." This forced Shaw to alter Brahms's rhythm on the fourth 
beat-tying the last two eighth notes over the final syllable of "rejoic-ing." It appears the limits of 
the English language make avoiding some sort of alteration impossible . Hoggard ' s version also 
alters the rhythm in this measure, similar to that ofT/B. Architecturally, Shaw seems to have 
found the most advantageous solution. The German words dictate that "eu-re Freu-de" is set over 
four notes . The first eighth note of the solo line is the only eighth note vocally articulated in the 
first portion of m. 20. Thus, it plays an important role in the vocal parts' rhythmic motion . By 
assigning the soloist a half note over the first two beats of m. 20, BIT undermined the chorus's 
rhythmic motion . 
38 The T/B version re-composes Brahms 's rhythm by removing the hemiola-like syncopation in 
the soprano and alto parts of mm. 36.3-37 .2. The T/B version also adjusts the tenors ' rhythm in 
m. 36. This material recurs in mm. 45-46 and in mm. 71-79. In both instances the T/B version 
alters Brahms's original rhythm . 
39 Shaw likely chose "comforts" because it is the same number of syllables as "trostet." 
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40 Janice Chandler sings, "labor and sorrow," as opposed to, "labor and trouble," on the 1999 
recording. The translation in the CD liner and in Shaw' s handwritten score contains the latter, 
which is literally closer to the German, "Muhe und Arbeit" (toil/trouble and labor) . The 
translation was presumably adjusted during the recording process. 
4 1 There is no significant difference between Shaw and T/B's translation of this phrase. Both 
insert "at last" even though it is not present in the German. Shaw adjusted the underlay so that 
"found" is sung over the melisma (mm . 32-33). T/B placed "last" over those measures. The [a] of 
"found" may be a better vowel to sing than the [re] "last." It is unclear why Shaw changed the 
underlay at the repeat of the phrase (mm . 38-46). Instead of "found" (as in mm . 32-33), he 
placed "last" over mm . 43--44. 
42 Shaw and T/B's translations are the same. Shaw's underlay, however, abides Brahms's more 
precisely-especially in m. 5, where he placed the first syllable of "con-tin-u-ing" on the fourth 
beat. T/B , unlike Brahms, slurred beats 3 and 4 . 
43 The German phrase , "wir werden nicht aile entschlafen," translates into English as, "we shall 
not all sleep/pass on ." Most of the Biblical versions that Shaw evidently considered simply 
employ "sleep." The NRSV translates "entschlafen" as die (as does the CEV). Neither English 
option contains enough syllables to align with the German. Shaw's translation, "we shall not all 
sleep here forever," is basically equivalent to this verse's meaning and maintains Brahms's 
syllabic underlay, which preserves the original slurs. 
44 The CD liner translation excludes "all," but Shaw's hand written score and the 1999 recording 
include it. 
45 Shaw and T/B's translations are the same. Shaw's underlay, however, abides Brahms's more 
precisely , preserving all of the slurs in the solo part (mm. 45-54). 
46 Shaw and T/B both altered the rhythm in the men's parts (m. 84) from a half note to two 
quarters , which accommodates "trum-pet." Both also altered the rhythm to accommodate the 
penultimate syllable of "cor-rup-ti-ble," making beat three of mm. 95 & 98 a quarter note. Shaw 
apparently preferred to pronounce, "changed" as a single syllable (as opposed to the antiquated 
"chang-ed") . Consequently, his underlay of mm. 102-103 alters Brahms's slurs in the soprano, 
alto, and baritone/bass parts. T/B 's choice of "chang-ed" preserves it. 
47 The CD liner translation has 'joretold," but Shaw's handwritten score and the 1999 recording 
simply employ "told ." 
48 
"Dann wird erfollet werden das Wort, das geschrieben steht'' translates as "then shall fulfilled 
be the Word, that written stands." Both versions insert English words to accommodate the 
German phrase' s 14 syllables. Although "what the prophet long hath told" refers to "the written 
Word," it is not directly from any Biblical version. Moreover, Shaw's setting alters Brahms's 
rhythm (albeit slightly) in m. 115-the dotted half note was changed to a half note and a quarter 
note inserted on beat three (to accommodate "hath"). The T/B version is more literal and does not 
alter the original rhythm. 
49 Shaw's handwritten score and the CD liner of 1999 includes "up," but the 1999 recording does 
not. The German, "verschlungen in," is translated by the vast majority of English bibles 
(including the KJV & NKJV) as "swallowed up in." T/B excluded "up." 
5° First, the original German phrase consists of eight syllables, whereas both English versions are 
comprised of nine . Rhythmic alterations were therefore made to accommodate the extra English 
syllable. The rhythmic challenges were compounded by "ist verschlungen" and "in den Sieg." 
First, Brahms set "ist ver-" on the anacrusis and "schlun-"on the following downbeat or crusis . 
This aligns with the stress of the German words. Contrarily, the first syllable of "swal-lowed" is 
stressed. Therefore both English adaptations were forced to maintain agogic alignment by placing 
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"swal-" on the downbeat where "-schlun-" was. The anacrusic eighth notes of "ist ver-" then 
become an obstacle. Rendering "ist" as "shall be" provided the extra syllable T/B needed to 
preserve the original rhythm. Although Shaw chose a more literal translation ("is"), he lacked a 
syllable. Consequently, he changed the anacrusic eighth notes to a quarter note (mm. 129 and 
134). Secondly, both translations alter Brahms's rhythm because "vic-to-ry," has two more 
syllables than "Sieg" (mm. 132-133). This recurs in mm. 138-139. Similar occurrences appear in 
mm. 140-141 and 143-144. However, T/B changed the tenors' rhythm in mm. 141 and 143 from 
a half note to three quarter notes, essentially eliminating the syncopation. Shaw, on the other 
hand, preserved the rhythm. Additionally, the English text of the soprano part in mm. 147-150 
("in victory") has one more syllable than the German, "in den Sieg." TIB changed Brahms's 
rhythm in m. 147 and preserved mm. 148-159, which allows the underlay of "vic-to-ry." 
Contrarily, Shaw preserved the rhythm in mm. 147-148 but was then forced to alter m. 149 in 
order to underlay the first two syllables of "vic-to-ry." 
51 Both versions consistently reverse the order of "Death, 0 where is thy sting," and "Grave, 
where is thy victory?" See pp. 237-239 for additional information. 
52 
"Holle" means "hell," synonymously "inferno" or "purgatory." None of these English 
equivalents are syllabically compatible with the German. Both the Shaw and T/B translations 
employ "grave" instead. This is in keeping with the English Biblical translations presented by 
Bullock, except the NKJV, which employs "Had-es," a plausible rendering of the German. 
53 The German phrase, "Herr, du bist wurdig zu nehmen Preis und Ehre und Kraft," literally 
translates as, "Lord, you are worthy to take glory and honor and power." Both versions preserve 
the rhythm of the fugue subject. The T/B text underlay is inconsistent throughout the fugue. In 
mm. 210-212 "praised Lord of honor and might" replaces the German "nehmen Preis und Ehre 
und Kraft." The sopranos and altos reiterate the same German text in mm. 233-234. There the 
T/B adaptation alters the English ("art worthy to be praised") to fit the rhythm. Another example 
is in the closing (mm. 345-349). The same German phrase ("nehmen Preis und Ehre und Kraft") 
appears one final time. The T/B version in this instance employs another phrase, "worthy Lord of 
honor and might." Since the T/B version alters the text to fit the rhythm of each reiteration of this 
particular German phrase, it confounds the overall intelligibility of the verse. Conversely, Shaw 
consistently aligns his translation ("honor, praise and glory and might") with the German, 
"nehmen Preis und Ehre und Kraft." This creates continuity and comprehensibility. Additionally, 
the double-syllable "prai-sed" in the T/B adaptation creates inconsistencies in word stress and 
requires altered slurs. Shaw's underlay maintains nearly all of the original articulations of the 
fugue. 
54 
"Denn du hast aile Dinge erschaffen; und durch deinen Willen haben sie das Wesen, und sind 
geschaffen," translates literally as "for you have all things created; and by your will [or for your 
pleasure] have they being, and were created." The KJV translates "und durch deinen Willen" as 
"and for thy pleasure," whereas the NKJV contains "and by your will," as do the majority of 
English Bibles. Both adaptations insert additional English words: Shaw, "by thee alone" and "thy 
good will"; T/B, "thou hast earth and heaven created" and "for thy good pleasure." Neither 
version alters the original rhythm or articulation of the counter subject (alto, m. 213). Both differ 
slightly in their concept of the agogic inflection of the text's final phrase. The altos (mm. 216-
218) will serve as example. Shaw and T/B agreed that the crusis of the musical motive, which 
completes the countersubject, is the dotted half note (m. 217.2). The T/B version places the word 
"all" on the crusis, whereas Shaw assigns the first syllable of "crea-tures" to it. This slight 
difference is a matter of interpretive preference. A significant difference appears in soprano part, 
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m. 242. The T/B version is entirely devoid of Brahms 's original syncopation, created by the slur 
over the fourth and fifth quarter notes. Shaw preserved it. 
55 Shaw added the second adverb, "now on," which is not present in the original verse, to the 
phrase. This assists in better aligning the English syllables with those of the German. Neither 
version matches the German syllable for syllable. Most conspicuous is the theme's triplet figure 
in m. 7 (also mm. 15 and 108), which Brahms slurred entirely. T/B preserved this slur. Shaw, on 
the other hand, placed "in the" under the second and third eighth notes of the triplet. He plausibly 
took this tack in order to aid singers in their execution of it. When fully slurred , choruses may be 
late off the first eighth of the triplet since it is tied to the previous quarter note . Having to iterate 
the second and third eighth notes , however, forces singers to maintain rhythmic vitality. 
56 Both versions are forced to alter rhythms and slurs throughout the A section (mm. 18-24) 
because the English ("Blessed are the dead who shall die in the Lord") does not contain the same 
number of syllables as the German ("Selig sind die Toten, die in dem Herrn sterben")-10 versus 
12 syllables. There apparently are no English equivalents of "Toten" and "sterben" that are 
comprised of two syllables. Shaw 's underlay generally adjusts fewer of the original articulations , 
mainly due to his addition of "now on." He also recomposed fewer rhythms (alto and tenor, m. 
29) than T/B (alto, m. 25 , baritone/bass, m. 26, and tenor, m. 27). The aforementioned 
adjustments similarly recur throughout the return of the A material (mm. 117-131) and the coda 
(mm. 132-166). While both versions change the tenor and alto parts in m. 120 from two half 
notes to a whole note to underlay the single-syllable "Lord," they syllabify the text throughout 
mm. 130-131 ("blessed are the dead") differently. Shaw's version is typically more faithful to 
Brahms's syllabic underlay . A notable exception is the triplet figures of m. 140. As with the 
theme, Shaw plausibly diverged from Brahms to aid in rhythmic vitality (see previous note). 
57 Shaw's inserted two additional words, which are not in the German phrase, "now" and "all." 
This allowed him to match the number of German syllables and preserve Brahms's rhythm in 
mm . 43-48 . T/B did not insert the additional words. Therefore the rhythm was re-composed, 
turning the dotted-half and quarter notes of m. 46 into a whole note . Given the difference between 
the Shaw and T/B translations, their underlay varies throughout mm. 49-100. In general , Shaw 
preserved the original rhythms, whereas T/B removed altered them. For instance , the T/B version 
changes the baritone/bass rhythm of m. 62 from two half notes to a whole note, tying it to the 
following measure in order to accommodate the first syllable of "la-bors ." Shaw 's translation and 
underlay preserve Brahms 's rhythm in mm . 62-63. 
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CHAPTER FIVE 
MUSICAL ADAPTATION: THE WORD MADE FLESH 
I believe ... the spirit in music is not the wholesale emotional orgasm that weeps 
appropriately in public, but rather the marshalling [sic] of one's keenest, most critical 
intellectual and moral forces to the point of complete consciousness- 'til one hears in 
terms of values and the movements of values, until the most pedestrian minutiae of pitch 
and rhythm are heard inwardly in relation to adjacent minutiae; and finally in relation to 
wholes of form, tonality and intent. I believe that we are only at the beginning. I believe 
we can scale and direct every rehearsal to this end, and that in those hours will lie the 
life we have lost in living-the wisdom we have lost in knowledge-the knowledge we 
have lost in information.449 
Divorcing the text from the music may obscure the reason a particular English 
word was ultimately chosen for the translation (e.g. congruency of syllabic stress with the 
original thematic rhythm and/or melody). With regard to agogic inflection, Shaw tended 
to align the textual and melodic nuances with greater consistency than T /B. Within mm. 
113-115 of the first movement, as example, the melismatic and harmonic elements that 
accompany the German, "Leid," make it clear that Brahms meant to affect this word. 
Shaw's adaptation positions the English equivalent, "mourn ," in precisely the same 
measures. The T/B version, on the other hand, places "they" within the same measures, 
marginalizing the composer's apparent affective and agogic intentions. 
Shaw claimed he avoided the distortion of Brahms's masterpiece whenever 
possible .450 Syllabic incongruences between the German and chosen English equivalents 
occasionally forced adjustments to Brahms's work. It appears Shaw judiciously altered 
Brahms's archetype, generally making minor changes as necessary . He made a 
significant change to mm. 152-207 of the sixth movement (Ill. 5.2). In German, I 
449 Shaw, letter to COC, October 18 , 1967. 
450 Shaw, liner notes to Brahms: A German Requiem , 6-7 
237 
Corinthians 15:55 reads, "Tad, waist dein Stachel? Holle, wait dein Sieg?" (Death, 0 
where is thy sting? Grave, where is thy victory?).451 Brahms set them to music in that 
order. Shaw consistently reversed the order of these phrases.452 Where Brahms set "Tad, 
waist dein Stachel," (mm. 152-158), he inserted, "Grave, where is thy victory?" "Holle, 
waist dein Sieg?" (mm. 159-167) was replaced with "Death, 0 where is thy sting?" 
The reversal of these two phrases is likely due to the syllabic content of the 
German words, "Stachel" and "Sieg ."They evidently lack equitable English counterparts 
comprised of the same number of syllables. "Stachel" literally means "sting." The only 
other two-syllable English synonym is "prickle," which does not have the same 
connotations as "sting." All of the English Biblical versions Bullock researched also 
employ single-syllable words, "sting"453 (most often), "pain," or "hurt." "Sieg" can be 
translated into English as "triumph," "victory," or "win." "Win" was clearly not as 
contextually desirable as the others. Therefore, T/B chose "triumph," and Shaw, 
"victory" (contracted into a double-syllable word, "vic-t'ry"). Neither choice aligns 
syllabically with the German. 
The complications created by translating "Stachel" and "Sieg" into English lead to 
rhythmic challenges. Brahms consistently accommodated "Sta-chef' with two quarter 
notes (m. 154). "Sieg" was either set to a single quarter note or sustained for multiple 
beats, generally slurred across the bar line (mm. 161-164). Most significant is the C-
major chord that closes the second section of movement six (mm. 204--207), which 
451 Shaw, English translation. 
452 T/B, Hoggard, and Atkins did this also. 
453 
"Stinging," although somewhat awkward, is seemingly a possibility that is not employed. 
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accompanies "Sieg ." Fundamentally, it precludes the use of a double-syllable English 
word. Reversing the order of the English phrases conveniently solves these rhythmic 
problems. The double-syllable "vic-t'ry" or "tri-umph" aligns with the rhythm, to which 
"Sta-chel" was originally set. The single-syllable "sting" matches that of "Sieg ." The 
reversal of the English underlay practically preserves Brahms's rhythm while marginally 
altering the meaning of the Biblical verse. 
There are instances, however, where the chosen English translation prevented the 
preservation of the composer's rhythm. The tenor and baritone/bass parts in m. 84 of 
movement six serve as example. "Po-sau-ne" does not syllabically align with its English 
equivalent, "trum-pet." Consequently the original half note was changed to two quarter 
notes (Ill . 5.2). Since the pitch does not change, however, this adjustment is of little 
significance to the overall thematic structure. This sort of amendment variously appears 
throughout the Requiem (see enn. to Table 4.4), although Shaw tended to be more 
conservative in his approach to this sort of alteration. The T/B version, on the other hand , 
actually recomposes Brahms's music. For instance, in mm. 200-201 of the second 
movement, T/B added eighth notes to the second half of the third beat to accommodate 
the English text (Ill. 5.1). 
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Illustration 5.1 T/B rhythmic alteration, Brahms, Ein deutsches Requiem, op. 45, mvt. II 
("Behold All Flesh Is As The Grass"), [English Edition, G. Schirmer, No.1 
3748], mm. 200-202, choral parts 
200 
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Lord's word en - dur - eth, 
Herrn wort __ blei - bet, __ 
A. 
Lord's word en - dur - eth, 
Herrn wort __ 
') I 
blei - bet, __ 
T. 
Lord's word en - dur - eth, 
Herrn wort__ blei - bet, __ 
en - dur - eth 
blei - bet 
I 
en - dur - eth 
blei - bet 
en - dur - eth 
blei - bet 
for 
In 
for 
in 
for 
in 
• B . l~·~~~oo~~~~m 
' I 
Lord's word en - dur - eth, 
Herrn wort __ _ blei bet, __ 
en - dur - eth 
blei bet 
for 
in 
The translation process innately requires modification of the original slurs to 
accommodate the discordance of syllables between languages. Both versions variously 
adjust slurs throughout the Requiem. A significant alteration occurs in movement six, m. 
242 (Ill. 5 .2). The T /B adaptation omits the syncopation Brahms originally assigned to 
the soprano part. Hoggard asserts that skewing the basic pulse via syncopation was one of 
Brahms's hallmark compositional techniques.454 The essence of Brahms, therefore , is 
fundamentally distorted by the T/B version of this particular passage. 
The sixth movement exemplifies the myriad challenges an editor encounters when 
translating one language to another and then adapting it to music. It also places the 
multitude of Shaw's choral techniques, which have been explored throughout this study, 
into context. I have created the following edition of movement six in order to provide a 
454 Hoggard, iii. 
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view of Brahms's Requiem Shaw perhaps experienced when he prepared it for 
performance. A few guiding principles regarding the edition are necessary. First, four 
musical scores served as primary sources for all data contained within the edition. The 
were Shaw's handwritten choral score,455 a Shaw choral score (1989),456 a G. Schirmer 
choral score,457 and Band 17.458 Second, it is comprised solely of the choral parts. 
Although Shaw was equally meticulous when editing the instrumental parts, their 
inclusion is beyond the scope of this study. Third, the articulation and dynamic markings 
are generally Shaw's, procured primarily from the choral score containing the 
handwritten English translation (fn. 455). He did not alter all of Brahms's editorial 
markings-those befitting the performance situation were observed.459 Fourth, I have 
included the T/B and Brahms textual underlay for comparison. Shaw's English 
translation is first. The T/B translation is directly below Shaw's in order to facilitate the 
detection of variations. The original German text follows, which reveals the 
455 Shaw's archival materials contain Xeroxes of a choral score (piano/vocal), which includes a 
handwritten English translation matching that on the MTC 1999 recording. Tempi, articulation, 
dynamics, and balance indications are also present in this score. Therefore, the author concluded 
that this was one of the final and most mature editions Shaw created. Box 270, Folder 962, MSS 
86, Shaw Papers, Yale University. 
456 Folder 502, Box 55, MSS 86, Shaw Papers, Yale University. This edition primarily supplied 
the German text, although all of Shaw's data was consulted for the edition. The score includes the 
German text, tempi, articulations, dynamics, and balance indications, which were considered 
when creating the following edition . 
457 Primarily the source for the T/B English adaptation. Johannes Brahms, Requiem, Opus 45, 
trans. Elizabeth Tarquair 1872, rev. R. H. Benson 1890, (New York: G. Schirmer Inc. [No. 
13748], n.d.). 
458 This full score contains a handwritten English translation that matches the MTC recording. 
The author therefore concluded that this represents Shaw's most mature tempi choices, which are 
supplied in the edition. 
459 Comprehensively denoting the origin of each articulation or dynamic marking unnecessarily 
clutters the score. The G. Schirmer vocal score (New York: G. Schirmer Inc. [No. 13748]) can 
clarify the origin of any marks. 
241 
achievements and/or failures of both English adaptations, as they pertain to preserving 
Brahms's masterpiece. 
Since the following edition is intended to reflect Shaw's adapted English 
translation, all musical elements (e.g. rhythms, articulations, dynamics) are wedded to his 
translation and should not be confused with Brahms's original work. In most instances, 
differences or similarities can be easily identified by the vertical alignment of the 
syllables within the underlay .460 Where it was less apparent, the author inserted cue-sized 
notes (i.e . m. 89) to display rhythmic discrepancies. Additionally , three types of slurs 
delineate each source's treatment of sustained syllables. The customary solid-line slurs 
accommodate the underlay of Shaw's text.461 Dotted slurs (i.e. m. 5) highlight differences 
created by the T/B version. Dashed slurs (i.e. S/A, mm. 12-15) denote deviations from 
Brahms's original adaptation. 
Finally, the author created an ossia line below the alto part, which details Shaw's 
approach to diction (the axioms of Table 4.2b placed into a musical context). Shaw's 
handwritten choral score462 provided additional information that guided the author . Data 
in the handwritten score included various added rests for the placement of final, mid-
phrase consonants, final consonants written below rests to signal proper release, and 
commas that specify when the neutral schwa vowel [g] should be inserted. I chose to 
460 In m. 3, for instance, the syllables of all three versions align, which indicates accordance 
amongst them. In m. 51 .1-2 on the other hand, there is an apparent discordance in the underlay. 
The top line of text (Shaw's) lacks a syllable. 
461 Shaw's translation syllabically aligns quite well with the original German. Therefore, a solid-
line slur, in many cases, is an indication of both Shaw and Brahms's adaptation of the text. 
Disparities between the two are detected most easily in the vertical alignment of the syllabic 
underlay, as in m. 51.1-2. 
462 Shaw, Box 270, Folder 962, MSS 86, Shaw Papers, Yale University. 
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employ the International Phonetic Alphabet (IPA) to convey Shaw's enunciative 
approach because it has increasingly become the standard tool for relaying the intricacies 
of pronunciation.463 
Illustration 5.2 Author' s edition of Shaw 's English adaptation , Brahms, Requiem, op. 45, mvt. 
s. 
A. 
T. 
VI ("Here on Earth Have We No Continuing Place") 
.I= c.84-88 VI 
3 
Andante poco marcato-as a solemn, "ghostly" procession 
~f} I p ===-
t.J ~ - ~ 
(Shaw) Here on earth have 
(TIB) Here on earth have 
(Brahms) Denn wir ha - ben 
f} I p 
t) 
~ 
we 
we 
hie 
:::: 
--~· .. · ~~., ~ 
no con - tm - u - mg 
no con tin 
-
u-ing 
kei ·ne blei - ben-de 
= ===-
~ •• -f!l- ~"Z7 -.Lq~ 
v 
place, 
place, 
Statt, 
~-z:T 
(Shaw) Here on earth have we no con - tin - u- ing place, 
(T/B) Here on earth have we no con tin - u - ing place, 
(Brahms) Denn wir ha - ben hie kei ne blei - ben-de Statt, 
~0.--; .J. ·········· ........... --- ---- ····························································· ------ --y---- -r··- ----
~!::!':::~=~~ ~~~~liT::~:r===:t;FQ:::::::::: a2: :t:~~:::~f-~::::::§\ij~l:~:==j!~~~==~~J= ::~ ::::::=:J 
(Shaw Diction) (hi 1"3 1:> n~ 1:'1- 9~ ha: V::l wi no kA 0::1 tJ n~ U i IJ~ pie S::l 
I 
p fl I 
!V~Shaw) H:re on earth have 
(TIB) Here on earth have 
(Brahms) Denn wir ha - ben 
p 
I 
we 
we 
hie 
= 
I -~- I n 
no._____ con - tin - u- ing 
no---····-·-- con tin - u- ing 
kei ne blei - ben-de 
--=:::::::::::==· ===-
place, 
place, 
Statt, 
1 ~.· .1 B.t~~~~~m~~~ 
' I (Shaw) Here on earth have 
(TIB) Here on earth have 
(Brahms} Denn wir ha - ben 
we no _ ____ con - tin - u - ing place, 
we no con tin - u- ing place, 
hie kei ne blei - ben-de Statt, 
463 Joan Wall, International Phonetic Alphabet for Singers: A Manual for English and Foreign 
Language Diction , (Dallas: PST ... Inc. , 1989) . 
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8 ~= subitoppp 
, f'j I --------- - , 
s. 
~ "I .,~ I I I 
where fore we seek one ___ to come, seek 
how beit, we seek one ___ to come, seek 
son dem die zu - kiinf ti ge su 
f'j I-==:::: ====-
subitoppp 
--------
I 
~ q-z:T~ .g '1' '1- ....____.... 
where_ fore we seek one ___ to come, seek A. how be it, we seek one ___ to come, seek 
son dem die zu - kiinf ti - ge su 
fl 
tJ q?i__f .. "'(!; ,. ,. 
--- -
hws (:) fo (:) wi si k<> WA n:ltu kA :m~ si 
f'j z==== = subitoppp 
T. ·-- + -M-- ---!- --f-1- .... +-~---
~ 
where fore we seek one ___ to come, seek 
how beit, we seek one _ _ _ to come, seek 
son dem die zu - kiinf ti - ge su 
-=:::::: ====- subitoppp 
--~.---r·· ----===+-- .... T . ... ------lz~-rbP -·· ... ---··r··-+ -'.~~ 
B. 
.... 
' I 
where fore we seek one ___ to come, seek 
how beit, we seek one ___ to come, seek 
son dem die zu - kiinf ti - ge su 
244 
s. 
A. 
T. 
13 
~ f'j I -;:;;--
~ 
--------------------------- --- -
one __ 
one __ 
----------------------------
to 
to 
chen 
com.e.~ 
come. 
wir, ... 
(112 SJI) 
1'1 I , - -- ; - -------- -
~~~~~~~~~~ ~ -&~ ~-
--------------------- one_________ to 
one ___ _ to 
chen 
come. 
come. 
wir, 
~,~~ ~·~~,~~"1~'£ ~¥~=l 
~ wt>. n~tu kA m~ 
f'j I 
one, 
one, 
chen, 
-~--
I 
seek 
seek one 
su 
cz:-r.-· t· - ~r ··········· ···r-~~.- · · · · ···r ···· ---1-~--·--~,;;:;· 
I 
one to come. 
to __ come. 
eben_ wir, 
----.. ·-··t ----·---·--,-------·--------·-r ··---·--········-----· 
B. f--.L-~11 -b--+~· _ _.. ~f +-• ---r-- + -- ----++-------
--#------·-+ :;.1- ~ 
' I I 
one to 
one,_ 
chen_ 
come, seek __ 
seek_ one __ _ 
wir,_ such 
245 
' ....... .. / 
one to come. 
to_ come. 
chen_ wir, 
s. 
A. 
T. 
B. 
pespress. 
~ Here on earth have Here on earth have denn wir ha - ben 
f'j L mp espress. :::> p / ~~~~~~~~~ 
~ ~ - ~ =. ~ .,. \....::!..: 
Here on earth have we no place, no con- tin - u - ing place, on earth have 
Here on earth have we no place, no con- tin - u- ing place, on earth have 
denn wir ha - ben hie kei 
-
ne, kei ne blei - ben-de Statt, wir ha- ben 
mp espress. ::::::=- p f'l I ~'~~~~~~~~~~~~~~-~~~ ~~~~~~~~~~~~~~ 
Here on earth have we no place, no con-
Here on earth have we no place, no con-
denn wir ha - ben hie kei ne, kei ne 
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p 
Here on earth have 
Here on earth have 
denn wir ha - ben 
s. 
A. 
T. 
B. 
~ 
Solo 
A. 
23 
f' f} I 
4!) I 
we 
we 
hie 
dim in. 
I ~ 
no con - tin 
no con - tin 
kei-ne blei 
u - ing- place. 
u- ing place. 
ben-de Statt. 
,... dimin. 
- 11--·-6-- t- -, l · ··· ····· -~~ --- i ··········· ···· -- ·r ·--r ----- -- -- --,- - - · .-- ·------·- --
we_ 
we_ 
hie_ 
f} I 
~ I tin 
tin 
blei -
-
' we_ 
we no 
hie_ 
28 [A] 
place. 
place. 
Statt. 
~~ 
no con- tin -
no con - tin -
kei-ne blei 
-
di~n. 
I I 
u- ing place, 
u- ing, no_ 
ben-de, kei 
-
dim in. 
/'"":... ....-.... 
I 
no_ place 
place, no_ 
kei-ne blei 
-
Baritone Solo 
u- ing 
u- ing 
ben-de 
--.. 
con 
-
con -
ne ___ 
... 
I 
no con-
con 
-
ben-de, 
place, no con - tin 
place, no con- tin 
Statt, kei-ne blei 
I 
tin u -ing place. 
tin u- ing place. 
blei 
-
ben-de Statt. 
'-.,...-- "I 
tin - u - ing place. 
tin - u - ing place. 
blei - ben-de Statt. 
... ------------
Lo, I will show un - to you a mys 
Lo, I un-fold un - to you a mys 
Sie- he, ich sa - ge euch ein Ge- heim 
247 
u- ing 
u- ing 
ben-de 
-
j 
~ 
te ry: 
te ry. 
nis. 
~ 
33 
Solo !J=I## 
s. 
A. 
T. 
B. 
We shall_ not all sleep here for - ev 
We shall not all__ sleep when he come 
Wir wer - den nicht al - le ent - shlaf 
er, 
eth, 
fen, 
motto marcato (RS: "distant and muffled") PPP 
... ;;> 
We shall __ 
We shall __ 
Wir wer 
PPP 
+ + -
;;> ;;>....._. > > 
We shall __ not all sleep 
We shall __ not all sleep 
Wir wer den nicht al 
here for -
when He 
Ie ent -
j 
;;> > 
here for -
when He 
le ent 
-
:~~:=-~:::=.:: :======~~=::=5J?f?S:J~===,$~hJi"r-(i~-.:::::: - :::::·-.:  .... ~--··J!$=::j 
> >-------- > > > > > 
wi ire !11 nu 1::1 u l:~ sli 
(} .. 1t p~p ~~~~~~~~~~~~~~e~~~-sjh~al~l::~~~~~=o~t~:~n~~sl~e-~ep~~~~~~e~re~~· 
We shall__ not all sleep when He 
Wir wer den nicht al le ent -
ppp 
..................... :?:. 
We 
We 
Wir 
shall __ 
shalL ______ _ 
wer 
248 
not all 
not all 
den nicht 
sleep 
sleep 
al 
here 
when 
le 
for -
He 
ent -
s. 
A. 
T. 
B. 
..... 
ev 
com 
schla 
-a-· __ )._ 
>~ 
ev 
come 
,., .. 11 shla 
but we shall all, shall all_ we shall alL __ be 
but we, shall all be chang-ed,_ alL_ be_ 
wir wer - den a - ber al - le,_ al - le ver-
········ +···· •····-4'········· 
er, 
eth, 
fen, 
'!f-
er, 
eth, 
fen, 
-
·--i· ··F-· :;j:: ---1-11-J-.-~-
I) >~ " (ll V& 
f1 u. -It -~ fiiil 
~ >-...__..-- .. 
ev er, 
com eth, 
schla fen, 
,_... 
-:-.... I 
-
;;> 
" I 
ev er, 
com eth, 
schla fen, 
249 
changed, __ 
chang - ed, 
wan - delt, 
be 
shall 
ver-
·-.,· 
S. ~~= --·--···-··-·-···········L .. ··-·-·····-···-·-·--·-····-···1. 
fl J.l, +t 
! 
A. ! ~ 
,., .. It 
' I {Ji)· 
t.J 
fl JJ, +t 
T. 
~ 
,---.._ .:tf,a_ 
changed, we shall 
all __ be_ 
wan 
-
delt_ 
250 
---- ----- ~ f!:.~ -~:.. #-
all __ be changed 
chang eel, 
wer den, 
(as before) ppp 
. :J Q 
.... --5:----1-=- > 
but we shall 
But we shall 
wir wer den 
(as before) ppp 
ft~ ott> :J I > 
but we shall 
But we shall 
WIT wer den 
tl~ ~· !!>. w > 
bA ~~ wi fa: 
(as before) ppp 
- ~ ----:>'" 
but we shall 
But we shall 
wir wer den 
(as before) ppp 
> ~ > 
but we shall 
But we shall 
wir wer den 
55 
,fl .. ~ ::> ::> 
S. ' ~ 
tp) I I > >~·-----.;.....-
all be changed,_ shall all be changed, __ 
all be chang - ed, shall all be chang 
a ber al le ver - wan delt wer 
fl .. ~ 
~ 
tp) tl'> > >~ > - - >~::.:.:;.:.:.:;: 
all be changed,_ shall all be changed, _ _ A. 
aU be chang - ed, shall all be chang 
a ber al le ver - wan delt wer 
fl I> +! 
----,----,---·-·· . 
tJ 
"=- > =----------
> ~ ~ 
=-'-------' 
b Ia ~~ bi t!e •e nd:5d~ f re ~~ Ia I~ bi t!e 
fl .. ~ > .., > -
""" 
>~~ 
T. 
~ > 
all be changed,_ shall all be changed, __ 
all be chang 
-
ed, shall all be chang 
a ber al le ver - wan delt wer 
> > > >~~ 
B. ~ ;;;>o ;;;>o I I 
all be changed,_ shall all be changed, __ 
all be chang - ed, shall all be chang 
a 
-
ber al le ver 
-
wan delt wer 
*reiterate vowel before final consonants 
251 
61 
Solo nti'~~§~~~~~I~~~.,..~~.,..~n~~~~~~~~~~-~~-, ~ 
s. 
A. 
m a mo-ment, a mo-ment, 
m a mo-ment, a mo- ment, 
und das - sel - bi - ge plotz-lich 
ed, 
den; 
ed, 
den; 
{'} ,j,f ft.-:.----- -
T. ~ -#-- -f"'- - -li~ =J:f"1 --- ----- -- +--------~-~=t= 
tJ I I 
ed, 
den; 
in the twink - ling 
in the twink - ling 
in_ ei - nem 
·--~--... -_.--
-
-I 
~I B.l~~~~~~~~~~ 
.... 
ed, 
den; 
252 
s. 
A. 
of an eye, 
of an eye, 
Au-gen-blick 
at 
at 
zu 
the sound, 
the sound, 
der Zeit 
the sound of the trum - pet. 
the sound of the trum - pet, 
der letz - ten Po - sau - ne. 
fmarcato 
··············---·-·· ........................................................................................ ___ ._ ................. - ---·············----·-·········-·- ----.-------· ----r--1 
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at 
at 
zu 
at 
at 
zu 
the sound, 
the sound, 
der Zeit 
the sound, 
the sound, 
der Zeit 
sa: 
the 
the 
der 
the 
the 
der 
A. 
T. 
sound 
sound 
letz 
of the 
of the 
ten Po 
I cresc. 
trum 
trum 
sau 
f'l .. -It 1 cresc. 
pet, 
pet, 
ne, 
r 
the sound of the 
the sound of the 
der letz ten Po -
r.;-::~ --~ ----- ·· · ·········-: · ····· ·-~·-·····11~------ -····· ······· ····-······- ······1-- ··-:,+-----·:l· ·· · ····· ·· ······· ·· ··!··· · ·~ --- ·········+·-: -··---r --·····--1 
sound 
sound 
of the trum pet, the sound of the 
of the trum pet, the sound of the 
t. " 11 letz ten Po sau ne, der letz ten Po -
-::.· '!!"' ..... 
sa:- --- u nd:!IA va3;~ IrA 
f'l J.O -It f marcato 1 cresc. 
-~- -- -----·-lfL.llt 
at 
at 
zu 
the 
the 
der 
sound, 
sound, 
Zeit 
.......................... ·: ~:+ ~ r.: :: 1: r: ::::::~:::f: : +::~ 1 ::::::~j~ :::::::1 
mpe sa: 
-+ -+ +-- - ~+ :.=-r. -=r 
the sound, at the sound 
the sound, at the sound 
der letz - ten, der Ietz 
254 
u 
of the 
of the 
ten Po -
of the 
of the 
ten Po -
T. 
B. 
sau 
pet. 
pet. 
ne. 
._, 
1 
m pe~ IrA 
fl I ff~ 
l' trwn 
f > ~~~~~~~~~~ 
For the pet. 
pet. 
ne. 
trwn 
sau 
ff~ 
rz . 
. 
·-·-··---.V---·--···-· .... .L. 
' trum 
trum 
sau 
. ···-·····.l...~.f..- -·-
pet. 
pet. 
ne. 
255 
For the 
De:nn es 
f 
-----'----"----- -~~ __ f I 
For the 
For the 
De:nn es 
83 ~ = 144-148 fi~~~f'l~,~~>~i >~>~~*~;;.-..;~-~--.-~-~'. ~§~~~~-~~~--~-~--~-t-~~-~··~:::::-....~!~~~~~~  s.ll 
U I ::J 
A. 
T. 
trum - pet, the trwn - pet shall 
truro - pet, the trum -pet shall 
wird die Po - sau ne 
soun.du__ _ ____ and the dead shall 
sound,_______ and the dead, the 
schal len und die To - ten 
I'l l *~-- - ~
·if---,.-- ,.~-r I '- ----r-~-.---c-~J_§OJ_j 
trum - pet, the trwn -pet shall sound________ and the dead shall 
trum - pet, the truro -pet shall sound,_______ and the dead, the 
wird die Po- sau ne shal len und die To - ten 
:!:-b-····-··-t··-·-· ---k-··-:- -+.-- .~ .. -"7"- ------... ...,. ... ,--~c::;:--!- --t----.. ·+--T::::-t.-:··- -;------=: -.-a-·-j!f4·a 
t) 5- -,s: - .,. 8 ' I I . - ; - • ... ._.___._.... ....... -
trA mpe t;) 0~ trA mpe t~ I~ I~ sa: u nda 1~ nd~ O:l de d~ foe 
> > > ~-----.. • 
I ~ 
trum-pet, the trum - pet shall sound and the dead shall 
trum-pet, the trum - pet shal sound, and the dead. the 
wird die Po- sau ne shal len und die To - ten 
? ,.. ,.. ,---- .. 
. 
B. ...,.· · --!--·~·· ·-Fr .. +.J- - -·· · ·· 
... 
trum - pet, the trum - pet shall 
trum - pet, the grum - pet shall 
wird die Po - sau - ne 
sound._______ and the dead shall 
sound,_______ and the dead, the 
schal len und die To - ten 
*(approx. 1/3 S!A {trtl-d~t-dil} to articulate all portions of the triplet figure) 
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89 ~ fl I > loP- *---;--- • · ~.::-=:-:-:~ --~ ~ ~ 
S l'i.~~-~!)-~•- h~--~····:~··1r ~-· ~-·····~·······~·····~-t~-1~·· .. ··~-m~··+ ~+~-.J~I····~···· -~l~::.l~- ·-~-+~······~-·-··~--··-~- -~~~···-~······~t-tl~!'9·'~··· ·-~······~··- ~-··-~----~--4·+· -~--)'9-'~·~--··-~--~~~-ti~t---~1· r-~-~:l 
. I Lir- ·-··-··L .................... -.... -- .. L 3 +-·· I . - ... L-t·-- .. I 
fl I 
A. 
tJ 
fl I 
T. 
all be raised,__ be raised ________ _ 
dead shall be rais - ed, be rais ed 
wer - den auf er - ste hen 
all 
dead 
wer -
-
be 
shall be 
den 
-- --I· 
·~ 
......___.. 
raised, __ 
rais 
-
ed, 
auf 
•_.!....... 
I 
be 
be 
er -
I 
11 ' , ,_ l' •• -' T • 
~
raised ________ _ 
rais 
ste 
ed 
hen 
in - cor-
in- cor-
un-ver-
in- cor-
in- cor-
un-ver-
1:~ a 13 bi 
.....____~--- --- _;;..-· 
re ** e: I zd3 bi .re: --------- I zdi! jl nO> k:J 
I 
all 
dead 
wer -
-be 
shall be 
den 
-
I 
raised, __ 
rais - ed, 
auf 
be raised. ________ _ 
be rais 
er - ste 
sed, 
hen 
~~~ 
I I 
in- cor-
in cor-
un-ver-
L L • hn: -n. ..h.i! > ~ B.t~~~~~~~mt~ 
..... I I 
all be raised, 
dead shall be rais -
wer - den auf 
be raised in- cor-
ed, be rais ed, in- cor-
er - ste hen, un-ver-
*(113 S/A [de-de-de} to articulate each note of the triplet) 
**reiterate [e) before [I} 
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94 
,; fJ I ---------------
---- .... 
==:-- > 
• • , ......... -------:::-... 
> > • • 
' S. l ·f"~~-b-f"-! -- · -·-········t··· tJ--- ....... ,. ..... +F - + · +···-·t·-f"·! .... ·······-- ·········t····fL- .,..+-F-·-·+·-···+··--+ ---1 
A. 
T. 
B. 
f-if ·+· I ----·-·t-'-1· - ··--- -Lt-- I 
rup 
rup 
wes 
fJ I ~-- ---
-1-l-
-r-H 
-.; .,. I 
rup 
rup 
wes 
fl 
'~ ~ 
ti ble, in-cor- rup 
ti ble, in- cor - rup 
- lich, un-ver - wes 
ti - ble, and we shall all be 
ti - ble, and all we shall be 
- Iich, und wir wer-den ver-
> ~--- - , > I 
~ I > I 
ti - ble, in-cor- rup 
ti - ble, in- cor - rup 
- Iich, un-ver- wes 
> 
- Jt-F-· 
":" • I > 
-H ---.-r .. -1.-.. L 
~ I > 
ti - ble, and we shall all be 
ti - ble, and all we shall be 
- lich, und wir wer-den ver-
> 
· - • - t----W- . 
-:" • i >-
(A p:ltl bl :l II n:lb (A p:> ti bl 1:llrend:>wi Ire 1:> a 1:~ bi 
fJ L ~-:;------~---
rup 
rup 
wes 
- ------'-
rup 
rup 
wes 
> > ~---, > > L • 
I 
ti - ble, in- cor - rup 
ti - ble, in-cor- rup 
lich, un-ver- wes 
ti - ble, in -cor - rup 
ti - ble, in-cor - rup 
- lich, un-ver- wes 
258 
I 
ti - ble, and we shall all be 
ti - ble, and all we shall be 
- lich, und wir wer-den ver-
> > • 
ti - ble, and we shall all be 
ti - ble, and all we shall be 
lich, und wir wer-den ver-
fl I 
s. 
~ 
changed, shall 
chang ed, 
wan delt 
fl I I 
~ 
changed, we shall 
A. chang - ed, we 
wan- delt, ver 
,.. 
r:f~-=l?-_, 
tJ 
tf e n<l3d~ wi fw 
fl I ,. 
T. 
~ I 
changed, we shall 
chang- ed, we 
wan - delt, ver 
B . 
... I I 
changed, we shall 
chang-ed, we 
wan - delt, ver 
~ 
108 
Solo ~&£- • ·-f-f= 
Then, 
Then, 
Dann, 
-
-
-
....... ------
all 
chang 
wer 
I I 
all, .... _ shall 
shalL be 
wan - delt 
t~ 
i 
I~ Ia lo fre 
> 
n • 
all, shaH 
shall be 
wan - delt 
...-.... > 
all,_ shall 
shalL be 
wan - delt 
then, 
then 
dann 
Baritone Solo 
> 
I 
be changed. 
ed. 
den. 
>;r-i--, > 
I 
all_ be changed. 
chang ed. 
wer den. 
,.._, > 
(ga l:l bi tfe nd3d" 
:-~ , ~ 
all be changed. 
chang ed. 
wer 
- den. 
>~---- , 
I > 
all_ be changed. 
chang ed. 
wer den. 
what the pro phet long __ _ hath 
what of old ___ was writ 
wird er - fiil let wer 
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Solo 
s. 
A. 
T. 
B. 
125 
told, 
- ten, 
- den 
~-4- ·h- -- ··--·· r 
4V 
fl I 
4V 
()_ 
!={~ 
tJ 
fl I 
~ 
' 
the 
the 
das 
say - ing, 
same_ 
Wort,_ 
f 
shall be brought_ to pass. 
shall be brought_ to pass. 
das ge - schrie ben steht: 
h--, 
........ r ....................... --·-·-.. r!• fl. -!'--;.- .•.: .. ---. 
I 3 
For death is swal - lowed, swal-lowed up in 
For death shall be swal - lowed, swal - lowed in 
Der Tod ist ver- schlun - gen in den 
f I,...... I ..................... ' . 
* 
3 I 
For death is swal - lowed, swal -lowed up in 
For death shall be swal - lowed, swal - lowed in 
Der Tod ist ver - schlun - gen in den 
·-- " -4~ -x--+ ~ 
---+ --'IF----1 
3 I f~ r:~ds 9:lll ~SWO lo :u d~swo lo:u d:liA (Y.l ll 
*(113 SIA [swa-da-lo:uj to 
articulate each note of the triplet.) 
f .. -,-------.. .. 
For death is swal - lowed, swal - lowed in 
For death shall be swal - lowed, swal - lowed in 
Der Tod ist ver - schlun - gen in den 
__ ... ----- .... 
f '(ir '(ir ~ .;.. 
For death is swal - lowed, swal lowed in 
For death shall be swat - lowed, swal - lowed in 
Der Tod ist ver - schlun - gen in den 
260 
131 
s. 
A. 
T. 
B. 
vic 
vic 
..... ---------- .... 
,. -------
to - ry, 
to - ry, 
Sieg, __________ _ 
------------------------
to - ry, 
to - ry, 
vic to - ry, 
vic to - ry, 
Sieg, 
------------------~ ". 
vic to - ry, 
vic to - ry, 
Sieg, 
261 
for 
for 
der 
for 
for 
der 
for 
for 
der 
for 
for 
der 
> 
death 
death 
Tod 
death 
death 
Tod 
death 
death 
Tod 
is swal - lowed, 
shall be swal - lowed, 
ist ver-schlun - gen 
is swal - lowed, 
shall be swal - lowed, 
ist ver schlun - gen 
is swal - lowed, 
shall be swal- lowed, 
ist ver-schlun - gen 
lS swal- lowed, 
shall be swal - lowed, 
ist ver-schlun - gen 
s. 
A. 
T. 
136 /9' 
, fl. 1 *r !I • 
f) ....... ___ .,. 
swal-lowed up in 
swal lowed in 
in den 
fl l 3 
*~--- .. -- ... "'· 
swal-lowed up in 
swal lowed in 
in den 
---------------------:~;: ~ ~ ~ 
I I I I 
vic to - ry, yea, in 
vic to - ry, yea, in 
Sieg, __________ in den 
I I 
, ,~ __ _. >::>-
vic·------------------1~-~ ry, yea, in 
vic to - ry, yea, in 
Sieg,_________ in den 
... --------
vic 
vic 
Sieg, __ _ 
,-;:. 
"1 I 
vic 
vic 
.----- .... 
Sieg, __ _ 
~~~~]~~ 
fl. I 
J-l 
d~ swa lo:u d~ IA p;> II n;> vi kto ri je II n;> vi 
I 
swal 
swal 
in 
... --------
... 
lowed in 
lowed in 
den 
--------------~ --- ----. 
> > 
I I 
vic to - ry, yea, in 
vic to - ry, yea, in 
Sieg,__ _______ in den 
vic 
vic 
Sieg, _ _ _ 
-------------------- ~ /---- ---- - ~ . h~l'".) • --h.:. > ~ 19-~ B.l~~~~~~~m~ I I 
swal 
swal 
lowed in vic to - ry, yea, in 
lowed in vic to - ry, yea, in 
den Sieg,_________ in den 
262 
vic 
vic 
Sieg, __ 
s. 
A. 
T. 
B. 
141 
; f'l I 
f'l I 
t) 
fl 
~--
t) 
f'l I 
~ 
-------_::: ~ : > 
to - ry, yea, in 
to - ry, yea, in 
in den 
;;=..:;--------- > I 
• I > 
to 
-
ry, yea, in 
to - ry, yea, in 
in den 
,....._ > 
.. I > 
kto ri je II 
-;..,~:-.-;----
--- > > 
------------------~ ~ ,*-- ~ :::::- I • 
vtc to - ry, death is swal-lowed, is 
vtc to - ry, shall be swal- lowed, be 
Sieg,________ ist ver - scblun- gen, ver-
-~----------- > I 
I ~ I > >-
vic to - ry, death is swal-lowed, is 
VlC to - ry, shall be swal-lowed, be 
Sieg, ist ver - schlun -gen, ver-
..--;---_,_ > 
1·* ... 
I ":" > > 
nt.IYI kt:> ri dE &.I II Z<!SWU lo:u d:~J! 
~::-.-.--
- , > > > 
----Hf!L-+-F--J-1 . - -------~--~ ... . _. 
I I I I I 
-
to ry, yea, in VIC to ry, death is swal- lowed, is 
to - ry, yea, in vic to - ry, shall be swal- lowed, be 
in den Sieg, ist ver - schlun- gen, ver-
~--L----.. > -~------- ., 
rl:""\"o -r- .....- o• T~- . ! ----, .... l""' 1""' i. ' 
I I 
to - ry, yea, in VIC to - ry, death is swal-lowed, is 
to - ry, yea, in vic to - ry, shall be swal-lowed, be 
in den Sieg, ist ver - schlun- gen, ver-
263 
s. 
147 
t1' f'} I 
"11' ;;:; 
~~,:P.-
~ 
swal 
swal 
-
schlun 
f'} I 
. 
' ''''' -f ·++"'"'-
lowed in 
lowed in 
gen in 
I .... ... .., ...... ... 
j-
~ 
,----- ... ..... / . > 
vic - to - ry. 
vic - to - ry. 
den __ Sieg. 
/"'I > 
sffi 
I 
Grave, 
Grave, 
Tod, 
sffi 
~ Tl. I I I I 
swal-lowed, is swal-lowed in vic - to - ry. Grave, 
A. swal-lowed, be swal-lowed in vic - to - ry. Grave, 
schlun- gen, ver - schlun - gen in_ den Sieg. Tod, 
~ _, > 
~ P~5 ~.J.:r:ji:J::=: ~ ::;J : :li~~:: ·::J'i'Jr~-:;::::::7~ . . .::r: . ~l~r~~:~lji·:::::::J~:::r=:··t~ t:~:t :::::::::~:=:::: ::::tte:: ~= l ?I 
tJ · • 1 • I I • ' 
z:~ swu lo:u d:~ II z:~swo lo:u d:lll n:lvl kto ri g{e v:l 
f'} I .... -- ... ' ' ,lj.' n~ :::- sffz 
T. 
~ I 
swal-lowed in VIC to - ry. Grave, 
swal-lowed, in VlC to - ry. Grave, 
schlun - gen in den Sieg. Tod, 
..... ... -...... 
........... I 
sffz 
B. 
' 
I I I > 
swal-lowed, is swal-lowed in vic - to - ry. Grave, 
swal-lowed, be swal-lowed in vic 
-
to - ry. Grave, 
schlun- gen, ver - schlun - gen in_ den Sieg. Tod, 
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s. 
A. 
153 sfz sfz ~--- sjfz , 1 L ... I • 
-~ 
4 I 
where is thy vic- tr'y, grave, grave, where is thy vic- t'ry? Death. 0 
where is thy tri-umph? Grave, grave, where is thy tri-umph? Death, 0 
wo ist dein Sta -chel! Tod, Tod, wo ist dein Sta-chel! Hoi - le, 
fl I sfz sfz sjfz 
~ . ~~ rJ I I .,. 
where is thy vic- tr'y, grave, grave, where is thy vic- t'ry? Death, 0 
where is thy tri umph? Grave, grave, where is thy tri-umph? Death. 0 
wo ist dein Sta- chelt Tod, Tod, WO ist dein Sta-chel! Hoi - le, 
' ' 1..,..--9--!r--11, ::::tc.t:=±- ~j:.,..... . 1- =-!=J:=r= ::.--::f=J---:: :::j=:::::f:::::: . . _ .. _ 
·· t:r··- -·· - _,.,. ·--·-·· -· ---·-·"'·· ·'-~· . #~ --·- .. ---·'-r:T . -·-· --~ -1· \ -·"-·t- - . -tii- ··········-···- ·qo- ,. __ . ·-· 
hwEr.~ 11 z;,l\a:l vi ktri g{e \':l &,te v:~ hwar;, 11 z;~l\a:l vi ktri d£ 9:~ lo 
fl I u. • .. ' sfz sfz I sffz 
T. f-\.(1}-~V--j-··-------l----1'\'f--+''+- ····· - ·· · · · · ··t-----('-r-r--..- -t+ --· ·· · --('- --j-..l--.--.--:t-----t-··t------t--~-·--l+--+----l 
~ I I I 
where is thy vic - tr'y, grave, grave, where is thy vic - t'ry? Death, 0 
where is thy tri- umph? Grave, grave, where is thy tri- umph? Death, 0 
wo ist dein Sta-chel! Tod, Tod, wo ist dein Sta-chel! HOI - le, 
-~--r- Jt;---b~w~'- -.,#+:----f--------r~~·---···-·-·---u-~[~----·-·---,---;-----~~~,._-.,---:-·--·---;··---rLs.ff~.--r--1 
B. . 
' 
I 
where is thy vic - tr'y, grave, grave, where is thy vic - t'ry? Death. 0 
where is thy tri-umph? Grave, grave, where is thy tri-umph? Death, 0 
wo ist dein Sta-chel! Tod, Tod, wo ist dein Sta-chel! HOI - le, 
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s. 
A. 
T. 
B. 
160 
~ 1 I 
t} 
fj I 
•..•......•. > 
I 
where is thy sting, is thy 
where is thy sting, thy 
wo ist dein Sieg, _ _ ___ ist dein 
I I 
··············- t -···=5 :;:.;:·-
where is thy sting, ___ _ 
where is thy sting, ___ _ 
wo ist dein Sieg, ___ _ 
is thy 
is thy 
ist dein 
••·•····••· > 1 .............. 
I I I ;;> 
sting, is thy 
sting, thy 
Sieg, ist dien 
> I 
sting, death_ 
sting, death, 0 
Sieg, Hol - le, 
I I 
> .. L~····- Tl •. ./ 
············'> ·~ >-
sting,____ is thy sting, death_ 
sting,_____ thy sting, death, 0 
Sieg, ist dein Sieg, Hol - le 
~c;~··.=t. ~~-lr-~~;::_·····~··a*~-~~:~!i_":~:+_::= __=t:~.F ~ =~-· == ..... = ........ ~··+· ····~~::::J: ~~-.;~· ¥·;@!t·-- --~2f:I#=JT8TJ~~ 
fj I 
hwErn II z:1 Oa:I sti .............................. IJ::> II za Oa:I stL_·--······ ............... 1):1 II 2:1 Oa:I stl I)ll <1£.. 
where ___ _ 
where ___ _ 
wo _ ___ _ 
+ - -
where ___ _ 
where ___ _ 
wo ____ _ 
is thy 
is thy 
ist dein 
~···~:> 
sting,____ is thy sting, 
sting,_____ thy sting, 
Sieg, ist dein Sieg, 
.. -t--t· 
is thy 
is thy 
ist dein 
sting,____ is thy 
sting, ____ thy 
Sieg, ist dein 
266 
sting, __ 
sting, __ 
Sieg,__ 
I 
death,_ 0 
death,_ 0 
HOI - le, 
death, 
death, 
Hoi 
.. , 
s. 
A. 
T. 
B. 
·:.fir t;lLr - .i. - .. --511' -·-t"f~ -} ·.1·· ·Y --- - +1-----M~-·H···- -· ···· · ----+ +--· · + -··F +-+ - ·-------l 
·\f-i]' ----j 
where is thy sting? 
where is thy Sting? 
wo ist dein Sieg! 
f'l I -=:::: 
~ > ~ flo~ ., .• 
where is thy sting? 
where is thy sting? 
wo ist dein Sieg! 
fl 
t) > ":' !!'. ~-. 
6;1twe r:~ I I z:~ <la:I stl I) :I 
f'j I >-
~ I 
where is thy sting? 
where is thy sting? 
wo ist dein Sieg! 
-=:::: 
..... >- I I 
where is thy sting? 
where is thy sting? 
WO ist dein Sieg! 
Death, 0 where 
Death, 0 where 
Hol - le, wo 
$fZ 
""' 
I I 
Death, 0 where 
Death, 0 where 
Hoi - le, WO 
> 
de 6:1!o bwe 
sfz 
• 
>I> 0 
;;>-
Death, 0 where is thy 
Death, 0 where is thy 
HOI - ie, wo ist dein 
> 
Death, 0 where is thy 
Death, 0 where is thy 
Hoi - le, wo ist dein 
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I 
is thy 
is thy 
ist dein 
I ..,. 
is thy 
is thy 
ist dein 
sting, __ 
sting, _ _ 
Sieg, _ _ 
I 
sting, __ 
sting, _ _ 
Sieg, __ _ 
. -H~-- --l 
r· 1 
n II z; Oa:I stl 
sting,____ is thy 
sting,___ _ _ thy 
Sieg, ist dein 
sting,____ is thy 
sting,----·--- - thy 
Sieg, ist dein 
s. 
A. 
T. 
B. 
173 
~ {'j L .... > ,........ ·. > 
is thy sting, 
thy sting, 
ist dein Sieg, 
f'l I • • • • 
. 
' 
> 
death, 0 where is thy sting? 
death, 0 where is thy sting? 
Hoi - Ie, wo ist dein Sieg! 
· ij -- -t- > -·-- :so:_ L_ ___ -- ·--· -- ··-·;;c _____ J.·-tf'· ·t~· -~-~ .. 
is thy sting, 
thy sting, 
ist dein Sieg, 
death, 0 where is thy sting? 
death, 0 where is thy sting? 
Hoi - le, wo ist dein Sieg! 
Grave, ___ _ 
Grave, ___ _ 
Tod, ___ _ 
if--.._ 
Grave, ___ _ 
Grave, ___ _ 
Tod, 
-fl -f..··· .... ,. + ·t- + ' ··········l · ........ ···-····-···-· ····--····· ··--·-t-- ·····················- ····-· .. ··~ 
lJa 1  za lla:l 
f'l I 
~~-
IP -
sting? 
sting, 
Sieg, 
~· 
.... 
sting? 
sting, 
Sieg, 
.............................. ··-;.~ ············· ···········'·····fl!···--''-llf··-i'·<if······L·-;;. ..... . 
stl IJ~ d& 9; lo hwe rn II z:~ lla:l stl IJa 
' >..--._ 
+ ·--t····· ··L.-r--·····+··  ·-·+ ....... -'·· -·+·-+-···- . > 
Death, 0 death, 0 where is thy sting? 
death, 0 death, 0 where is thy sting? 
Hol - le, HOI - le, wo ist dein Sieg! 
,;----;. 
Death, 0 
death, 0 
Hoi - Ie, 
death, 0 where is thy sting? 
death, 0 where is thy sting? 
Hol - le, wo ist dein Sieg! 
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. ....... t· · 
gre 
Grave, _ __ _ 
Grave, ___ _ 
Tod, ___ _ 
if~ ~::--;---.....?~ 
Grave, ___ _ 
Grave, ___ _ 
Tod, ___ _ 
fl I --.. 
~ 
-
A. 
(l ....---
t.l 
-*e v;~ 
f'1 I 0. 
T. -\.~ --V-
~ 
B. 
where is thy vic- t'ry? 
where is thy tri- umpb? 
wo ist dein Sta-chel! 
where is thy vic - t'ry? 
where is thy tri-umph? 
wo ist dein Sta-chel! 
---+--------1-t· 
hwe r.1 II z;J On: I vi ktri 
• I • 
+ -- ++-
I 
where is thy vic- t'ry? 
where is thy tri.- umph? 
wo ist dein Sta-chel! 
where is thy vic- t'ry? 
where is thy tri-umph? 
wo ist dein Sta-chel! 
*reiterate vowel before consonant 
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Death ____________ _ 
Death, _____ _ 
Hoi 
Death ______ _ 
Death, _ ___ _ _ 
Hoi le, 
>-------= ----- _..-=:=:::; . . 
de 
--+-+ - + -i····-·- -It-- -L·+ --l 
Death ______ _ 
Death, _____ _ 
Hoi le, 
Death ______ _ 
Death, _____ _ 
HOl Ie, 
A. 
T. 
B. 
fl I 
._; 
,... 
where, 
death, 
wo, 
where_ 
where_ 
wo __ 
is thy sting? 
is thy sting? 
ist dein Sieg! 
;> 
death, 0 
death, 0 
Hoi - le, 
I 
I 
where is 
where is 
wo ist 
I 
thy sting? 
thy sting? 
dein Sieg! 
' . ·-· . 
~ > I I 
de 9~ jo hwe r~ !I zg Oa:I stl IJ~ 
.. .. 
-+- -+ . 
death, 0 where is thy sting? 
death, 0 where is thy sting? 
Hol 
-
le, wo ist dein Sieg! 
>~"":"\ 
• h. #- ft._.. i'- b.,. 
death, 0 where is thy sting? 
death, 0 where is thy sting? 
Hoi - le, wo ist dein Sieg! 
270 
Where,_ 
where,_ 
wo, ___ 
-=:::::::: 
>~, 
Where,_ 
where,_ 
wo, __ 
,.._..... -, 
-
Where,_ 
where,_ 
wo, __ 
Where,_ 
where,_ 
WQ, __ 
where,_ 
where,_ 
wo,_ 
-=:::::::: 
ten. ~-
I 
where,_ 
where,_ 
wo,_ 
>-
hwe 
-=:::::::: 
-ten.. > 
where,_ 
where,_ 
wo,_ 
-=:::::::: 
ten.. ~-
where,_ 
where,_ 
wo,_ 
s. 
A. 
T. 
B. 
a tempo 
195 
,_ 
ten. {[ ~~~,...---., 17'\ ten. ten. ~ fj I T H C-,9-" -... •,...:;. ;;;,. n. n. ,. 
~ 
where, where is 
where, where is 
wo, wo ist 
ten. ff 
a tempo 
fj I --, ~ ~~~T. 17'. 11 ten. ten. 
~ r I 
where, where is 
where, __________ where is 
wo, WO ist 
b!: t:k···- ···-~!-•••-•;:- ••) .·.·.·.·.·.·.·.·-~--- · r ·-fi;>~?~~~~ ·iii l. i •••ll •ra•·• -••••-·-···· ·······••r ;:s:-.;; · ······· 1 
--~·-··· ·-·-············ ·· · · · \;;;;;;;;;j ······ · ·· · · ··· · ·· ·· · ------~---+···· ·· --·· -- ·· · ······ ··· -f-··--···-·-··'-4·----·-··········· ·····!········ ·········· .............. . .. ........ ·····+·· ....... ········· ......... . 
•~: r:~ hwe *& r<~ hwt :rg II 
-fj I T 
where, where, 
where, where, 
wo, wo, _______ 
a tempo 
ten. ff~ _?:-, 
..;:· ······· -· -IL--- ·-¥······- ___ _ LT. . ........ j .Jt--- -- - Lj - - ·_1.·-Y- - - -
Where, __________ _ 
where, __________ _ 
wo, ___________ _ 
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17'\ 
11 
ten. ten. 
~· 
where is 
where is 
wo ist 
17'\11 ten. ten. 
.............. L .r-- ·-- ·--·-L ... .L _____ _, 
where 
where 
wo 
is 
is 
ist 
S. 
A. 
T. 
B. 
A. 
203 
~ f'l I 
tJ 
f'l I 
tJ 
l'l 
l--\;"1}-· 
~ 
f'l I 
209 
t;,n,. 
thy 
thy 
de in 
:!::; ----- ---·--------·-·"· ·-~----·-·-
Sieg! \ 
\
(112 Sll) 
a tempo 
ten. 
("vivace") ~ f (soli) marc./sost. 
I 
thy 
thy 
de in 
z~()a:I 
ten. 
thy 
thy 
de in 
1 r 
sting? ____ _ Lord, 
sting? ____ _ Wor 
Sieg! ____ _ Herr, 
~
::::j:::f ::':::::__ + _,.,. _ -l+lrl1~ 
.. ···-i-· ··---· "_,.,__ 
stl b 
a tempo 
("vivace.-:")~-------------
~------- . .----...~~ -~ • .........._..,-l"T, .... -,.-...,-, -- -....,..;..;-. 
--P f-- +-+ 
sting? _______________ _ 
sting? ___________________ _ 
Sieg! _______________ _ 
a tempo 
ten. ("vi~ace ") 
1 I I l 
~ · 
~~----· ---··--------------------~ thy sting? ______________ _ 
thy sting? ...... . 
dein Sieg! _______________ _ 
thy 
to 
dig 
of 
be 
zu 
hon - or, praise and 
prais - ed, Lord of 
neh - men Preis und 
glo 
hon 
Eh 
I 
thou 
thy 
du 
... 
I 
d:>oo:u 
ry 
our 
re 
art 
art 
bist 
Ia 
and 
and 
und 
t::ll=~=== .................... = ... :::=..................= .. ~·.·.·.·.·.·===i·d :~::_= •• IJI~· :~ .. :. .. . .... zt.: ..• ~~r -t~~ .......... w .. ·.·.·.·: ....•••. ; .TI 
rt:l W3- ()j lA V:l 1:~ D~ pre:I z:l Ire d:> gin ri Ire 
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s. 
Lord, 
~~~~. 
(All S) 
[ ~ +-
might; 
A. might, 
Kraft, 
,«-~ 
ooma:l t:l 
thou 
thy 
du 
215 ~.-.-~ fJ 
art 
art 
bist 
wor thy 
Thou to 
wfu dig 
mp-mf leggiero 
- ,- '" ----j- -
I 
of 
be 
zu 
I 
bon - or, 
prais- ed, 
neh - men 
praise and 
Lord of 
Preis und 
t -~--~ L-=:: -r--+-
by thee a- lone_ were_ all things ere 
for Thou hast earth and_ heav en ere 
denn du hast a! 
-
le_ Din ge er 
-......:.;,; I 
ba:I 6i lA lo:u n:~ w:t- Ia 1:> 9i IJZ:~k[i 
_J 
-
-
-
S. ~-:-!--- -+- +- ---r: - ··-·-·········r-- ········-····1·-·f'- .. --------------- ---------------= -----······----------1 
t) 
glo ry 
hon our 
Eh re 
{j 
~ I 
a 
A. a 
schaf 
fJ 
~ I 
e 
B. f-..'-
"' 
I 
and might; 
and might, 
und Kraft, 
I 
ted, 
ted, 
fen, 
·---fL---
--j 
t:l 
and 
and 
und 
d:~lw d:~ 
f (soli) marc./sost. 
-9-
Lord, 
Wor 
Herr, 
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-t 
~ ~ 
by thy _____ good ____ 
for Thy_ good_ 
durch dei nen_ 
'-..__.../ -....___.; 
ba:I i\u:l gu 
thou art 
thy art 
du bist 
S. 
A. 
217 
mp-mf leggiero ~f} 
tJ 
by thee a -
for Thou hast 
denn du 
f} I 
-A-- ------·--+ ·············t --
-ir;t• 
fl 
will all crea 
plea-sure all 
Wil-len ha 
hast 
- -
I 
lone_ were_ 
earth_ and_ 
al le_ 
tures have their 
things have their 
ben sie das 
d~ zoha~ v:~llt 
-
-H 
all 
heav 
Din 
be 
be 
We 
rnbi 
ing, 
ing, 
sen 
q-:-
I 
things ere 
en ere 
ge er 
and 
and 
und 
Ia~ 
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CONCLUSION 
Shaw-The Musician 
This study has evidenced Shaw's meticulous approach to preparing choral music. 
Whether fueled by feelings of inadequacy, dedication, or both, his commitment to the 
choral craft was inexhaustible. Although long lists of awards and acclaimed recordings 
attest to the magnitude of his impact on the choral field, one experiences Shaw's force in 
the details-via a contextual exploration of his process. According to Burris, Shaw 
repeatedly maintained music is "90 percent discipline, toil, and suffering. The other 10 
percent of music-the earned 10 percent bonus-is inspiration, luck, letting the 
'disciplines' that brought you to this point go . The magic of creation that might come in 
the moment of completion of craft-performance."464 This is one of the reasons Shaw 
loved working with amateur choruses-dedicated, unpaid volunteers. He once wrote, 
The ratio of commitment to ability generally is higher among amateurs than 
among professionals. This can be due to two factors: first that the amateur' s 
talent is , by comparison to his professional counterpart, generally limited; and 
second, that his is a recreational endeavor, undertaken to provide any one of a 
number of personal, non-material satisfactions, originally, at least, with high 
enthusiasm .465 
Some years later, he expounded upon this notion: 
464 Burris, 87. 
465 Shaw, letter to COC, October 20, 1965. 
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There is no doubt that sheer professionalism (the necessity of satisfying one's 
physical needs thereby) puts a strain upon any human activity (or creativity), 
which has as its purpose the satisfaction or exploration of man's intellectual 
(spiritual?) or other-than-physical needs. Charles lves, among others, thought that 
the arts should be entirely a "not-for-profit" part of every man's life; even 
"prizes" were harmful and suspect. But the word "amateur" derives from 
amare-to love; and when-as can happen-volunteer voices undertake and 
master their own prodigious discipline, and join with professional 
instrumentalists in matched strengths and common devotion, then the arts really 
blossom, returning unforeseeable wonders and unexplicable [sic] meanings.466 
Ray Robinson once wrote that Shaw, when asked about the seeming lack of 
"successful" young conductors in the field, replied, "There are few young conductors 
who are willing to work hard enough to achieve success!'>467 Having examined Shaw-
the musician and the man-in a more detailed manner, it is clear that awards or titles did 
not, in his opinion, define success. Success for Shaw was achieved through unmitigated 
fidelity to realizing the composer's music and message, which yielded techniques 
necessary to reach such aims. Shaw's craft embodied the discipline, toil, and suffering of 
those techniques. 
The Techniques 
Shaw believed the conductor's responsibility was not to interpret a work. Rather, 
he understood his obligation to be similar to that of an archeologist or historian, an 
impartial excavation of the composer's truth. "It seems to me," he explained, "that if you 
really believe in the integrity and worth of a piece of music, then you must believe that it 
speaks or ought to speak ideally with a directness and persuasiveness far beyond your 
own 'poor power to add or detract.' And your only valid endeavour [sic] is to get out of 
466 Shaw, letter to ASOC, May 24, 1978. 
467 Shaw, as quoted by Ray Robinson, "Robert Shaw: A Tribute," Choral Journa/39, no. 8 
(1999), 33. 
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the way of the music. The highest possible praise, then, is like that accorded to Maggie 
Teyte [English operatic soprano] at a recent concert, to the effect that she sang with such 
artistry that one was completely unconscious of the singing and had ears only for the 
music ."468 
This belief pervaded his rehearsal approach . "I seldom talk to our choir about 
interpretation," he claimed, "because I believe that if the technical side of things is right 
and I have their confidence, the emotional side will come out naturally at performance. I 
do sometimes write my singers Tovey-like analysis! But their spiritual relationship to the 
music is their own damn business and you shouldn't monkey with it."469 The examination 
of Shaw's techniques makes it clear he scrutinized every musical detail instead, distilling 
a masterwork by honing every required skill, through any necessary means. In his own 
words, his choral techniques left no note "unsterned." 
Shaw's was a complex, interrelated web of choral methods that refined choral 
music's elements. He broadly defined them as time, tone, and text. Shaw believed a more 
sophisticated understanding of pulse and skilled execution of rhythm through count 
singing establish music's inevitability- its "time-ness." He maintained they also improve 
matters of tone and text. Warm up exercises designed by Shaw refine tone (intonation, 
dynamics, articulation, and phrasing), which in turn promote the acoustical dimensions, 
kaleidoscopic colors , and rhythmic vitality of music. His intricate approaches to diction 
were aimed at facilitating the delivery of a work's literal message, while also revealing its 
468 Shaw , Jetter to CC , February 14, 1946. 
469 Shaw, as quoted by Alan Blyth, "A Man Who Knows What He Wants ," Gramophone 66, no. 
786 (November, 1988), 729. 
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artistic sentiment. He contended that no single method achieved a quality performance. 
Rather, he believed each arose from the demands of the music and worked in tandem to 
serve the composer's intentions. 
The Requiem 
Brahms's Ein deutsches Requiem is one of the best masterpieces with which to 
explore Shaw's choral techniques. Since it was the first (1942) and essentially last (1999) 
masterwork Shaw ever prepared and/or conducted, it allows one the opportunity to trace 
and learn from more than five decades of extensive experience. Aside from Bach's Mass 
in B Minor, Mozart's Requiem, and Beethoven's Ninth Symphony, there are likely few 
works Shaw performed more. Further, the Requiem exposes parts of Shaw's character-
his spirituality and humanity-that other works may not. In his review of Shaw's 1997 
performance at Carnegie Hall critic James Oestreich claimed: 
Of all the great choral works Mr. Shaw has mastered, the "German Requiem," 
with its embracing humanity and earthy, unsentimental spirituality, seems the 
most ideally suited to his temperament. It is the work with which he inaugurated 
his series of choral workshops at Carnegie Hall in 1990, an event still hailed by 
aficionados. Those of us who missed it could not have wished for greater 
consolation than Mr. Shaw afforded here, in a performance that layered depth 
upon searching depth . . .. "Who knows how long Brahms will have to wait," his 
friend Joseph Joachim wrote after an early performance of movements of the 
work, "before he hears it played as it ought to be played?" Surely, no longer .470 
470 James Oestreich, "Requiem for and by Brahms, Blessed for a Hundred Years," Music Review, 
The New York Times, Saturday, April 5, 1997. 
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Implications 
This study has significant implications. Shaw's philosophies and techniques are 
applicable and educational for many enterprises (e.g. musical ensembles, team sports, or 
business organizations). Detailed analysis, careful preparation, skill refinement, 
commitment to craft, and understanding the community of ensemble performance are 
topics that reach a broad audience. The student of musical performance will surely 
benefit from Shaw's musical approach and advice. Since this study examines his 
rehearsal methods in the context of preparing a large masterwork, conductors unfamiliar 
with his techniques will have an accessible, practical source of information. 
Conductors today, and of future generations, are tremendously fortunate. The 
Carnegie Hall Workshop DVDs preserve Shaw's methods in action. They allow the 
observer to gather data regarding how Shaw actually worked, how he responded to 
certain situations, how he chose solutions, and how he achieved desirable aural results. 
The conductor who wishes to gain thorough knowledge of Shaw's work will benefit from 
consulting any recorded footage of him rehearsing. 
In my experience, when employed knowledgeably, Shaw's methods positively 
influence any foundation the conductor has already built. As with any method that may 
be unfamiliar, it is important to assess the feasibility of applying Shaw's techniques 
verbatim. Just as all choral ensembles are unique, so are the conductors who lead them. 
Shaw's count-singing and warm-up techniques are particularly effective. Choral 
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conductors will find that tailoring them to suit their ensemble's mission-and any other 
relevant necessities-will be most beneficial.471 
Future Research 
The archive of Shaw's personal materials at Yale University provides public 
access to a vast wealth of his writings (e.g. notes, lectures, speeches, and letters) and 
performance scores. Therefore, research on Shaw can continue to grow in breadth and 
depth. An indexed electronic database of Yale University's holdings of Shaw's materials, 
as well as access to the actual documents via the web, will greatly advance the choral 
field. In particular, it will expose his personal scores, which are rife with annotations, 
performance ideas, and theoretical markings related to specific works. 
Throughout the course of this research, I encountered a number of documents 
Shaw wrote about conducting techniques. It may be interesting to compile related 
philosophies and trace their origin through mentorships with Toscanini, Koussevitsky, 
and Szell. Placing Shaw's lack of formal training and his niche (choral conducting) into 
historical context would further highlight his achievements and the considerable obstacles 
he faced within a field dominated by orchestral conductors. It would also be helpful to 
unearth Shaw's orchestral conducting techniques. The influences of Herford, 
Koussevitsky, Szell, and Toscanini on preparing and conducting purely instrumental 
works might be observable since biographical information on all four has been published. 
471 Shaw often adjusted them to serve the needs of a particular rehearsal or piece of music. Pamela 
Elrod, "The Choral Warm-Ups of Robert Shaw: When Warm-Ups Become More Than Just 
Vocalization," Singer Network (n.d .), under "For Singers," 
http://www .chorusamerica.org/singers/choral-warm-ups-robert-shaw (accessed October 26, 
2013). 
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Additionally, Shaw's letters contain a significant amount of related information. For 
instance, Shaw once wrote, 
The influence of Toscanini was the impression of his personal passion, and the 
influence of Szell was one of his precision-in particular how meticulously he 
edited his performing materials. The elements of pride in Szell's orchestra 
stemmed from his personal desire to make it the largest string quartet in the 
world. Consequently, he marked all his music so meticulously that had everyone 
been able to play all the nuances of dynamics, articulation, and accentuation at 
the first rehearsal, [it] would have surpassed most ... performances .. .. The 
overriding impression of Toscanini was one of extraordinary emotional 
commitment to the product and an arching, overall vision where he found the 
passion to get where he was going, which was the last note of the piece. On the 
other hand, Szell found his happiness and satisfaction in the construction of the 
piece and in each measure of every movement.472 
Understanding Shaw's knowledge of instrumental techniques, bowings, articulations, and 
other language instrumentalists use to communicate musical concepts will enrich a choral 
conductor's training. Moreover, information on Shaw's instrumental rehearsal methods is 
insightful, especially preparation of the orchestra for the performance of a 
choral/orchestral masterwork. 
The choral field will benefit from additional research on topics such as Shaw's 
audition process and choral formations, both of which surely contribute to the overall 
musical experience. Jessop, in our phone interview of 2012, commented on how Shaw 
tested performance-space acoustics. Understanding how Shaw tested and accommodated 
various acoustical situations will be insightful. Disseminating the wealth of information 
regarding Shaw, unfamiliar to many musicians, will greatly advance choral music 
performance. 
472 Baxter, 11 . 
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APPENDIX A 
Shaw's Performances of the Brahms Requiem473 
Date Forces Soloists Venue 
Fall, 1942 Collegiate Chorale All Angels' Episcopal 
Church, New York, NY 
February 17 & Collegiate Chorale & 
18,1946 New York City 
Symphony 
1947-1948 Robert Shaw Chorale Eleanor Steber & Ein Deutsches Requiem, 
& RCA Orchestra James Pease RCA Victor Recording-
(33 113rpm-LM6004; 45rpm, 
WDM-1236; 78rpm-
DM1236) 
August 14, 1948 Tanglewood Festival Frances Y eend & Berkshire Festival at 
Chorus & Boston James Pease Tanglewood 
Symphony Orchestra 
August 31, 1956 Anchorage IV. "Wie lieblich Anchorage Festival of Music 
Community Chorus & sind deine 
Anchorage Symphony Wohnungen" 
April17, 1957 The Akron Symphony Helen Mitchell & Akron, OH 
Choral Society & The Marshall Bell 
Akron Symphony 
Orchestra 
July 23, 1957 Summer Festival Adele Addison & Balboa Park Bowl, 
Chorus of San Diego "Harve" Presnell San Diego, CA 
State College & San 
Diego Symphony 
Orchestra 
July 8-August Summer Festival Adele Addison & San Diego State College 
20,1957 Chorus of San Diego "Harve" Presnell, Workshop in Choral Art, San 
State College & San soloists Diego,CA 
Diego Symphony 
Orchestra 
473 Shaw, handwritten file cards (performance dates, places, and participants), MSS 86, Shaw 
Papers, Yale University. Shaw evidently did not record every performance of the Requiem on his 
file cards. For instance, Burris claims that Shaw conducted a performance of the Requiem with 
the Chicago Symphony Orchestra, but offers no additional detail. It was therefore excluded. 
Additionally, certain performance-related details are missing . Some data was acquired from 
orchestra staff (ASOC and COC), online critical reviews of concerts , or Shaw's letters. A dashed 
line has been placed where information is yet to be discovered. 
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Date Forces Soloists Venue 
November 17, Cleveland Orchestra Adele Addison & Severance Hall, Cleveland, 
19, 20, & 27, Chorus & Cleveland Donald Gramm OH and Lakewood Civic 
1960 Orchestra Auditorium, 
Lakewood (11/27), OH 
Decem her 11 , Cleveland Orchestra IV. "Wie lieblich Severance Hall, 
1960 Chorus & Cleveland sind deine Cleveland, OH 
Orchestra Wohnungen" 
September 26- Cleveland Orchestra IV. "How Lovely Hallelujah! and other great 
28, 1961 Chorus & Cleveland Is Thy Dwelling Sacred Choruses, RCA 
Orchestra Place" Victor Recording , LM/LSC-
2591. Severance Hall, 
Cleveland , OH 
1962 "Buffalo" (Presumably 
Buffalo, NY) 
1966 College of Idaho, 
Caldwell, ID 
1970 Camarata Singers Judith Raskin & New York, NY 
& New York Tom Krause 
Philharmonic 
March 8-10, Atlanta Symphony Frances Hodgson Atlanta Symphony Hall, 
1972 Orchestra Chorus & & Joseph Bias Atlanta, GA 
Atlanta Symphony 
Orchestra 
March 12, 1972 Atlanta Symphony Frances Hodgson MENC Convention-
Orchestra Chorus & & Joseph Bias Civic Center, Atlanta, GA 
Atlanta Symphony 
Orchestra 
July 21, 1973 "Ambler Festival WCC 
(presumably Westminster 
Choir College) Workshop" 
March 17, 1974 Los Angeles Master Music Center Pavilion, 
Chorale & Orchestra Los Angeles , CA 
May 31 , 1974 University of Minnesota 
March 29, 1975 Buffalo Symphony (Presumably Buffalo, NY) 
January 28 , Various Artists N/A Memorial Service for 
1976 (Excerpts) Thomas Pyle, 
New York, NY 
May 30,1976 Atlanta Symphony IV . "Wie lieblich Princeton, NJ 
Orchestra Chorus & sind deine 
Atlanta Symphony Wohnungen" 
Orchestra 
October 20-25 , Atlanta Symphony Penelope Jensen Atlanta Symphony Hall, 
1977 Orchestra Chorus & & Raeder Atlanta, GA 
Atlanta Symphony Anderson 
Orchestra 
317 
Date Forces Soloists Venue 
July 30, 1978 Lincoln Center, New York 
City 
February 14-16, Atlanta Symphony Phyllis Bryn- Atlanta Symphony Hall, 
1980 Orchestra Chorus & Julson & Tom Atlanta, GA 
Atlanta Symphony Krause 
Orchestra 
March 28, 1980 New England Phyllis Bryn- Boston , MA 
Conservatory Chorus Julson & John 
& Atlanta Symphony Cheek 
Orchestra 
April 5, 1980 Atlanta Symphony Phyllis Bryn- Carnegie Hall , 
Orchestra Chorus & Julson & Tom New York, NY 
Atlanta Symphony Krause 
Orchestra 
August 14, 1981 Saratoga-Potsdam Saratoga Performing Arts 
Institute Chorus & Center, Saratoga Springs, 
Philadelphia Orchestra NY 
November 3-5, Atlanta Symphony Arleen Auger & Atlanta Symphony Hall , 
1983 Orchestra Chorus & Richard Stilwell Atlanta, GA 
Atlanta Symphony 
Orchestra 
November 5-7, Atlanta Symphony Arleen Auger & Brahms: Ein deutsches 
1983 Orchestra Chorus & Richard Stilwell Requiem, Telarc LP- DG-
Atlanta Symphony 1 0092-2; CD-80092 -
Orchestra Atlanta Symphony Hall, 
Atlanta, GA 
April 19-21 & Westminster Choir & Leona Mitchell, New York, NY 
24, 1984 New York Marvis Martin 
Philharmonic (4/24 only) & 
Thomas Allen 
April 9-12, San Francisco Kathleen Battle San Francisco, CA 
1984 Symphony Chorus & & Tom Krause 
San Francisco 
Symphony 
January 25 , Mennonite Festival Henriette Winnipeg, Manitoba, Canada 
1985 Chorus & Winnipeg Schellenberg & 
Symphony Orchestra William Reimer 
May 9, 1985 Atlanta Symphony IV. "Wie lieblich Choral Masterpieces , Telarc 
Orchestra Chorus & sind deine CD-81009 Atlanta 
Atlanta Symphony Wohnungen" Symphony Hall, Atlanta, GA 
Orchestra 
August 24 & 25 , Grant Park Chorus & Arleen Auger & Grant Park Music Festival, 
1985 Grant Park Orchestra William Stone Chicago, IL 
February 18 & Baltimore Symphony Marvis Martin & Baltimore, MD 
19, 1988 Chorus & Baltimore William Stone 
Symphony Orchestra 
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Date Forces Soloists Venue 
October 8, 1988 Seminar Participants Robert Shaw Institute 
Seminar at Emory 
University , Atlanta, GA 
February 11 , Texas All-State Louise Swales & Texas Music Educator ' s 
1989 Chorus & Southern Eric Edlund Association Convention, 
Methodist University Houston , TX 
Orchestra 
March 22, 1989 Hartford Chorale & Marvis Martin & Hartford , CT 
Hartford Symphony William Stone 
Orchestra 
April 1, 1989 Seminar Participants Robert Shaw Institute 
Seminar at Emory 
University , Atlanta, GA 
March 3 1 , 1990 Baylor University Karen Peeler & Baylor University , 
Choruses & Orchestra John VanCura Waco, TX 
AprilS & 10, Honolulu Symphony Sylvia McNair & Honolulu , HI 
1990 Chorus & Honolulu John McGuire 
Symphony Orchestra 
July 14, 1990 Blossom Festival Dawn Upshaw & 20th Anniversary Szell 
Chorus & Cleveland William Stone Memorial Concert, Blossom 
Orchestra Music Center, 
Cleveland, OH 
August 12, 1990 World Symposium on Marvis Martin & Stockholm, Sweden 
Choral Music Chorus David Rice 
& Swedish Radio 
Orchestra 
November 18 , Robert Shaw Festival Sylvia McNair & Inaugural Carnegie Hall 
1990 Singers , Carnegie Hall Samuel Ramey Choral Workshop, 
Centennial Chorus & New York, NY 
St. Luke ' s Orchestra 
April 12-14, St. Louis Symphony Marvis Martin & St. Louis, MO 
1991 Chorus & St. Louis John McGuire 
Symphony 
May 5 , 1991 (IV. "Wie lieblich") N/A Carnegie Hall Centennial 
Choralfest, Carnegie Hall , 
New York, NY 
October 13, The Choral Art Heidi Grant & Portland, ME 
1991 Society & Portland William Stone 
Symphony Orchestra 
January 25, (IV . "Wie lieblich") N/A Ohio State University 
1992 Seminar 
April 4, 1992 Ohio State University 
Seminar 
October29 & The City of Tinuke Birmingham, UK 
31 , 1992 Birmingham Olafimihan & 
Symphony Orchestra Andreas Schmidt 
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Date Forces Soloists Venue 
November 12- Atlanta Symphony Mavis Martin & Memorial for Ivan Allen III , 
14,1992 Orchestra Chorus & William Stone Atlanta Symphony Hall, 
Atlanta Symphony Atlanta, GA 
Orchestra 
February 27, The Ohio State Sylvia McNair & The Ohio State University , 
1993 University Chorus & William Stone Columbus, OH 
Orchestra 
October 8 , 1995 Participants & Robert Shaw Choral 
(English) Norman Mackenzie , Workshop Sing-Along, 
piano Spivey Hall, Clayton State 
University, Atlanta, GA 
February 18 , Participants & Boston Mara Bonde & Masterclass Rehearsal, 
1996 University Symphony Mark Andrew Tsai Performance Center, 
(English) Orchestra Cleveland Boston University, 
Boston, MA 
April 28 , 1996 Trinity Presbyterian N/A Atlanta, GA 
Church Choir 
November 17, Boston University Ning Jiang & Tsai Performance Center, 
1996 Symphonic Chorus & S. Mark Boston University, 
Symphony Orchestra Aliapoulios Boston, MA 
February 21 & The Master Chorale of Janice Chandler Tampa Bay, FL 
23, 1997 Tampa Bay & The Eteme & James 
Florida Orchestra Michael McGuire 
March 20-22, Atlanta Symphony Janice Chandler Atlanta Symphony Hall, 
1997 Orchestra Chorus & Eteme & William Atlanta, GA 
Atlanta Symphony Stone 
Orchestra 
March 3, 1997 Atlanta Symphony Dawn Upshaw & Carnegie Hall, 
Orchestra Chorus & Nathan Gunn New York, NY 
St. Luke's Orchestra 
May 14, 16 & Minnesota Chorale & Janice Chandler Minneapolis , MN 
17, 1997 Minnesota Orchestra & Nathan Gunn 
May 23 , 1997 Cincinnati May Janice Chandler Cincinnati , OH 
Festival Chorus & & Nathan Gunn 
Cincinnati Symphony 
Orchestra 
February 7, Florida State Janice Chandler Ruby Diamond Auditorium , 
1998 University Singers, & Jerrold Pope Florida State University, 
Chamber Chorus, Tallahassee, FL 
Tallahassee 
Community Chorus & 
Florida State 
University Chamber 
Orchestra 
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APPENDIXB 
Shaw's Reference Materials About the Brahms Requiem 
Document Author Location 
Brahms: His Life and Works . New Karl Geiringer Box 269, Folder 956 
York: Oxford University Press, 
1947. 
"Ein deutsches Requiem (A German Nick Jones Box 269, Folder 956 
Requiem), op. 45." Unpublished 
essay discussing historical 
perspective, analysis, and 
translation . September 1983. 
Death set to Music. Louisville: PaulS. Minear Box 167, Folder 1929 
Westminster John Knox Press , 1987. 
"Choral Music," from The Music of Michael Musgrave Box 269, Folder 955 
Brahms. London: Routledge and 
Kegan Paul, 1985. 
"Historical Influences in the Growth Michael Musgrave Box 269, Folder 955 
of Brahms's 'Requiem."' Music and 
Letters 53 (1972). 
Brahms. New York: Alfred A. Walter Niemann Box 269, Folder 956 
Knopf, 1920. 
"A 'Basic Motive' in Brahms' WilliamS. Newman Box 269, Folder 955 
German Requiem." Music Review 
24 (1963). 
"A Recently Discovered Composer- Max Rudolf Box 269, Folder 953 
Annotated Score of the Brahms 
Requiem." BACH7/4 (October 
1976). 
Ein Deutsches Requiem by Johannes Dr. Robert Summer Box 269, Folder 953 
Brahms. Unpublished remarks 
discussing historical perspective, 
analysis, and translation. N.d. 
Unpublished graphic Analyses of Various Authors - Box 269, Folder 955 
University of Illinois Students. N.d. Submitted by Dr. 
Ann Howard Jones 
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APPENDIXC 
Some Meanings of Music474 
Let's consider for a few moments some of the meanings of music. Let's even try 
definitions. First, to state it as simply as possible: Music is Order in Sound and Time. 
Music is Order. I suppose Order might for the moment be considered the second 
step in Creation-but the first available to Man: Out of Void, Chaos; and out of Chaos, 
Order. Order is the contradiction of Chaos. In Order lies sanity.lt is a wholeness-which 
has the same Anglo-Saxon word-root as holiness. 
And its processes must be the familiar ones of selection (the discovery of the 
significant, perhaps even the isolated significant, the is-ness of some things) and second, 
their organization into function; for it is at least tantalizing to think that what we call 
wholeness is not complete unless it somehow be set in motion, unless it works-unless it 
moves through space or time or the heart of man. 
We are occasionally inclined to scoff at Pattern (or Order) as though it were a 
lifeless , bloodless thing-aloof, cold, impersonal-and that is a natural reaction to the 
mechanistics of our civilization. But within the realm of the spirit Pattern may well be not 
only that which informs but that which inspires, which breathes into ... the breath of life. 
I asked Bernard Rogers once how he composed; he replied that he sat down to a 
piece of black paper with an eraser, and when he had erased everything that was not 
essential he had a piece of music. Igor Stravinsky almost denies the existence of what the 
uncreative call "inspiration," as though music could spring forth full-blown out of a 
dream. He calls himself an "inventor" of music. A fortuitous accident-a sound 
unexpected but rigorously observed-may cry for development, but that development is 
an exercise of the intelligence and the will to fabricate. Order is in this connection not so 
much the work of an "artist" as the work of an "artisan." 
One of the most striking juxtapositions within my recent memory occurred a few 
years ago in New York where were performed within a week or two a contemporary 
orchestral composition called Ideas of Order and the Haydn Creation, the opening 
movement of which is entitled "A Representation of Chaos." There could be no doubt in 
which qf the works were the greater ideas of order, and in which lay the greater 
confusion . Music is Order. 
Music is Order in Sound: in pitch, in color, and in amplitude. These facts are 
familiar to us all. Western music orders Pitch first of all by prescribing that out of the 
474 Shaw , "Some Meanings of Music," Polemic , n.d ., 25-30. 
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myriad frequencies of tones perceptible to the human ear, only twelve-and their 
duplication at octave above or below-are suitable material for music structure. And it 
prescribes certain rules for the simultaneous organization of these pitches, which it calls 
harmony. It rationalizes this artifice by pointing out that these tones and these harmonies 
are derived from the laws of physics and acoustics, and it excuses any departure from 
these laws (with considerable justification) simply on the grounds of practicability. (The 
role of selection in creativity.) 
Music orders color by traditionally recognizing only three basic instrumental 
devices for initiating sound waves: the vibrating elastic surface (tympani or wood block) , 
the vibrating stretched string (piano or violin), and the vibrating air column (pipe organ 
or flute). 
However, by prescribing what kind of mechanisms are to initiate the vibration, by 
designating the occasions when certain of these instruments may be sounded, Western 
music in the last 300 years has enormously augmented its palette and the potential 
complexities of its orders. So absorbed with amplitude has Western music become that 
with these tones and with these media it has produced in the symphony orchestra the 
biggest , loudest, most varied musical instrument the world has ever seen. 
I am moved to make three editorial comments in passing: first, that the maximum 
of meaning in music does not always coincide with the maximum in sound. In musical 
composition , just as in other areas of human affairs , no amount of bellowing, bullying 
and bluffing-no amount of stamping and storming, of pushing people around-can 
obscure for long the absence of genuine ideas and the indifference to truth. America is a 
big country, and because it is also a young, strong country sometimes it may mistake size 
for essence. (Nor is it alone .) We have the tallest buildings; the roomiest automobiles; the 
largest movie screens; the widest, longest roads ; the thickest newspapers; [and] the 
loudest senators. But music is a reminder that Bach can say more with two flutes in four 
minutes than Wagner with the grandest operatic forces. 
Within the last couple of seasons, I conducted two performances of the Berlioz 
Requiem, and if any music in the world has megalomania, this is it: 4 brass bands, a 
symphony orchestra of 200, 14 percussionists with 4 bass drums and 18 tympanies [sic], 
and a chorus of 400 to 500-the champion heavyweight composer of the world. Now, the 
bands are supposed to be stationed at the four corners of a cathedral, but there is only one 
cathedral in the United States that could hold these forces and an audience too (and that is 
300 miles away and not yet completed), so we performed in a field house, a hockey rink. 
(Actually, if any piece of music can justify these outlandish forces, the Berlioz Requiem 
is probably of sufficient genius to do so.) One of the major problems was to arrange 
things so that the conductor occasionally was visible to a quorum of the executants. The 
planners of this performance seriously considered setting up a television system of 
communication, particularly with the brass bands. The Missa Solemnis takes one half the 
forces of the Berlioz Requiem- but twice the heart and so many times the mind. The 
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"Benedictus" of the B minor Mass calls for only one violin, one cello, and one tenor-
and three impossibly great human beings. 
Which is the subject of my second editorial tangent. The great music of the world 
has been written for people no less than instruments. Even should the world's greatest 
violinist make a recording of the Bach Double Violin Concerto by himself, recording the 
two solo parts on separate tapes and superimposing these tapes in an electronic mixing 
room, no matter how perfect the performance, something is gone out of the music. Bach 
wrote his music for two human beings, not for solo engineer. 
The third thing I want to say about sound is that its vitality and communicative 
power depends upon an almost umbilical relation to the physical ecstasy of the human 
cry. Unless a performer is somehow resonant to this essential sound of man and his earth 
(the voices of growing things-page Thoreau at Walden Pond), unless he is painfully 
conscious in his memory, experience, and imagination of these sounds of growing things, 
he is in no position to create or re-create music. 
We lose too much of the essential human qualities in the civilizing process. We 
are a web of inhibition ... and a musician must be one to whom something is more 
important than himself. 
One of the most beautiful stories I know concerns a certain African tribe in which, 
at the time when a boy passes into manhood he must go off into the jungle by himself-
there to indulge in an orgy of dancing and shouting and wailing and sobbing. He must 
leave the village-for his sounds would make the people in the village ill. 
The Kathleen Ferriers and Eileen Farrells, the Bruno Walters and Arturo 
Toscaninis are great because they find the basic and finally, simple human sound in what 
for the rest of us are mazes of complexity. Music is Order in Sound. 
What is not so familiar a part of our understanding is that Music is also Order in 
Time. Unlike sculpture and painting, even in many respects drama, music is not a Space-
art; it is essentially a Time-art. Its material is Time. Time is its "clay," its "canvas." It is 
the purpose of Music to give shape and meaning and beauty to Time. Music exists from 
Now to Somewhen, and it establishes its own consciousness and consequences in Time. 
There are two aspects to this Time-ness of Music, and it is something of a paradox 
that Music can hold them both, for they are in fact contradictory. The first is the basic 
element of cycle, of recurrency-the here-it-comes-again-ness, which we call Rhythm. 
By it we assume that Time is divisible, that it can be fragmented into equal portions. A 
whole series of terms group around this assumption: pulse, measure, beat, meter, tempo. 
(Tempo is a silly kind of idea when you get right down to it, for it attempts to measure 
the speed with which Rhythm (and sound?) moves through Time ... not speed through 
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space-that would be simple-but at what pace can one pass through how much Time? 
How fast can one live how long?) 
The whole field of Rhythm is the most complex of music's ideologies. The major 
theorists of our time admit their failure to arrive at a convincing system here. Rhythm is 
the total consequences of pulse-patterns, of groupings ordered as to duration and 
accentuation. But its principal and most provocative assumption is that Time is divisible . 
Actually, almost all of our day-by-day life turns on this wheel: four seasons per year, two 
high tides per day, thirteen full moons every twelve months- breakfast, I unch, dinner, 
bed, breakfast, lunch, dinner, dead, the earth spins, and the earth circles regular as clock 
work, grab the brass ring and ride, get the beat baby it's cool, it's real cool. It's also true. 
It's real true. ForToscanini, tempo was the heart-beat [sic]; and the steadier the tempo, 
the healthier the heart. Expression? Maybe a little; but don't spill any, and keep walkin'. 
Another aspect of Music's Time-ness says exactly the opposite and is equally 
true. For it is the experience of each of us that the hours are of varying lengths, that no 
two minutes are every of equal duration, that this moment is endless ... and already is 
gone-eternality within the instant: this time, next time, life time. 
It is the capacity of music so to order Time that its meaning is not to be found in 
its measure. The least pertinent question one can ask about the Missa Solemnis is how 
long it is. Ages of quietness are in the moments of musical "Praeludium" which precede 
the "Benedictus"; and 16 minutes by the clock of "Benedictus qui venit in nomine 
Domine" are a single breathless instant or an eternity of blessing. 
It has to follow that every performance is a first performance, for this moment 
never has been shaped by this sound: new-time, new-artist. And every song is a swan 
song: this instant of life within the now becomes the past. Clay that vanishes as you shape 
it. For time will pass and be gone ... and in its passing must be beauty. Music is Order in 
Sound and Time . 
The second thing I want to say is that music has meaning. It is a distillation of the 
human spirit and a representation of truth. Now this may come as no great shock to many 
of you, but I assure you it is an aesthetic position accustomed to considerable opposition. 
All of us would grant that when joined with words music tells a story, ponders an event, 
or proposes an attitude. But that music without test has meaning and is a representation of 
valid reality is a position more difficult to defend . 
A friend in college who was trying to decide between a career in mathematics or 
music used to assure me that certain equations in higher physics had an emotional beauty 
quite as real as that induced in him by music. It is quite probable that not many of us 
(including myself) could share that enthusiasm. (He chose physics.) But I do get a hint of 
what he meant when I begin to explore the ideas and imagery inherent in some of the 
simple geometric patterns of our every day life. 
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What, for instance, is the meaning of a circle? Or of a wheel? A triangle? Or a 
curved line? That is not so simple or unproductive as it sounds. For these things are not 
simply definitions; they are ideas and symbols of ideas, and their implications probe deep 
into the human spirit. 
If it sounds silly-Take that circle again. 
A Circle Means 
an infinite number of points 
absolutely the same distance 
from a certain point. 
The first thing you face 
is the idea of Infinity 
It's a big idea-
people haven't always had it. 
Then there's the idea of 
a Point. 
That's a big idea-
it's the idea of One, 
the Indivisible-
that's monotheism. 
A Circle means 
no beginning 
and no end. 
That 's Forever-
Eternality-
Everlasting. 
Now one more thing-
set that Infinite Indivisible Eternal 
Circle 
in Motion 
-a Wheel, no less , 
Let it move-
point after infinite circumference point. 
How long, then, 
before this infinite 
number of points 
will begin to repeat themselves? 
And if they do-
if the wheel really goes once around-
Can the points really be Infinite? 
Can Infinity repeat itself 
on into Infinity? 
Or what about that axis point? 
Does it turn 'round too? 
Because if it does-
then part of it's up 
while the other part's down 
or part of it's facing East 
while the rest faces West. 
And anything that can face two ways 
at once 
has two or more sides 
-and is no Point. 
The axis, then, 
cannot really be said 
to move at all. 
And at the center of Infinite Motion 
-we have Infinite stillness. 
And the radii of Infinity 
revolve with what friction 
around the Immovable? 
If it sounds silly-
take that circle. 
My greatest good fortune in music has been my friendship for the past ten years 
with Julius Herford, a German pianist and musical thinker of prophetic perception. Some 
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of you may know him (or ofhim) through his work at Tanglewood, Juilliard, and, more 
recently, the graduate divisions of Union Theological Seminary, the Westminster Choir 
School, Boston University, the Summer Workshop at San Diego, and his numerous 
lecture-recital sessions throughout the United States. 
It is Mr. Herford's great genius to understand Form in music as the source of its 
spiritual energy. Factors of proportion are factors of meaning. Pattern is not simply two 
plus two-or perhaps two plus two is a far more significant thing than our childish 
memorizations testify. Formlessness is not the same as fracture or distortion of Form, for 
these are new elements of order and of energy, which have meaning only in relation to 
the pre-existing form from which they sprang. 
Form in music is a symbol, and it symbolizes something to which we can give the 
name only of spirit. When we have recognized the devices and tabulated the relationships 
we will not have explained it away. It exists in spite of our understanding . At some point 
deep in human consciousness pattern will answer pattern, and that will be no crisp 
intellectual gymnastic but a warm and moving awareness. What we call emotion is surely 
a part of it. Tears, laughter, and a tensing spiritual temper are assuredly within the 
mandate of Form. 
There is a very remarkable book, now available in a pocket edition, written by an 
English mathematician, J. W. N. Sullivan, and called Beethoven, His Spiritual 
Development. It is Mr. Sullivan's argument that within the past few decades, the 
mechanistic theory which had ruled men's thinking for some 300 years-namely, that 
scientific method and matter-of-fact are infallible and unexceptionable-has been 
severely shaken, for science has been able to provide knowledge of structure, but not of 
substance; and that, therefore, matters of value-elements of our experience which 
science has ignored because they are not measurable-are not thereby proved to have no 
bearing upon the nature of reality. 
A work of art may indeed be a "revelation." The "higher consciousness" of the 
great artist is evidenced not only by his capacity of ordering his experience but also by 
having his experience. 
"Beethoven lived in a universe richer than ours, in some ways better than ours, in 
some ways more terrible. And while he does not communicate his experience to us, he 
does communicate his attitude towards it. And we recognize his universe; we find it 
prophetic of our own.lt is indeed our universe, but experienced by a consciousness aware 
of aspects of which we have but dim and transitory glimpses. 
The reason that our reaction to a work of art cannot be adequately described is not 
that some unique and isolated faculty is involved, but that art is not superfluous, that it 
exists to convey that which cannot be otherwise conveyed." 
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All of music is an attempt at communication between human hearts and minds; at 
the very minimum the creator reaches out to and through the performer, and both of them 
reach out to the listener. 
One of the primary assumptions of music is that human beings can and should 
understand each other with reference to the whole produce of the human mind and heart, 
possessing that which we call aesthetic or spiritual value. Even were its subject matter the 
disintegration, imminent and desirable, of the human species-even so, just at the point at 
which the creative understanding acts to produce a work of art, it affirms that man is one 
of a community of men upon whose understanding of himself and his ideas the meaning 
of his own experience is predicated. Art is at once exhaustively personal and inescapably 
social. 
Which leads me to the third thing I want to say about music: it is that the great 
music is the people's music-the most human and universal music. Music is great not 
because certain self-appointed Custodians of Art with a capital A have decreed it so, but 
because it calls out to something deep and persistent in the human thing. Music is great 
because it carries something so native and true to the human spirit that not even 
sophisticated intellectuality can deny or destroy its miracle. 
Popular music is not the people's music. The people think so little of it that they 
tire of it within six to sixteen weeks. They demand a new tune to dance to, to trade small 
talk above, to make what some call love by it. 
It is not primarily a matter of raising the standards of musical taste. It is primarily 
a matter of providing adequate opportunity for the exercise of inherent taste. One falls in 
love by being at the right place at the right time for long enough. If there is no place 
where the people can meet Bach or Beethoven, how can the people be expected to love 
them? If Bach is not sung, he is not met. 
In every one of us, though some would deny it in themselves-and more would 
deny it in others-there is the will to create or to be present at the creation of that which 
is beautiful, true, and enduring. 
A few months ago, after a performance of the Mozart Requiem, which the concert 
management had requested we not perform "for it was too highbrow," a young woman in 
a trap of a dirty industrial town in Tennessee waited around for the autograph seekers to 
depart. "I suppose," she said quietly, "there are two kinds of people who would 
understand the Mozart Requiem: those sufficiently skilled in musical materials and 
literature to appreciate its technical mastery, and those who have lately experienced a 
deep tragedy. I am no musician. Thank you very much." 
All of this leads inevitably, though a little later than I had hoped, to the fourth and 
final thing I want to say about music. During recent years more and more of my time has 
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been concerned with music of a strictly instrumental nature. This only has strengthened 
my belief that choral music stands in a unique and precious relationship to the meaning of 
all music. Somehow the choral art possesses by nature its own law of gravity, which 
draws groups of people who sing together closer and closer to its finest literature and its 
deepest understandings. 
I never knew a high school chorus, which did not, by the end of its season, 
discover its favorite piece of the year to have been that concerning which in the 
beginning there had been the least comprehension. On the other hand, high school bands 
can blow the same bow-legged baton twirlers over the goal posts week-ends [sic] on end 
and seldom get down to an understanding richer than that of wind by speed over volume. 
Something there is that does not allow a chorus to make a fool of itself for long. 
The mediocre maudlin text, religiosity without faith, and canned laughter that has no 
inner smile: these cannot stand either the patient devotion, which a chorus brings to its 
work nor its flashing, unpredictable, collective humor. With the appearance of a weak 
piece, an ashamed and foolish disinterest takes over the chorus. The too-long 
contemporary plague of that best-selling Lord's Prayer cannot for long convince anyone 
who has to sing it (much less the Whom it concerns) simply because it has a wow of a 
lyric. Surely it is that the singer is forced by the degree of his personal involvement to 
realize what is happening. His voice, his breath, his person are proposing anaesthesia in 
place of sensitivity. He finds himself in the company of the glib practitioners of palatable 
and patent religious panaceas (Jesus the kindly psychologist- you 'II have no trouble 
sleeping at night if you give God a fast kiss in the dark before retiring). 
And herein lies the center of my conviction that the choral art uniquely holds and 
nourishes the seed of music's meaning: It is that alone of the musical persuasions the 
choral art has remained substantially amateur. 
I am not at all sure that I can state precisely what constitutes amateur standing in 
art, for I know a number of professional musicians who are incurably amateur in their 
attitude towards music. The fact of compensation or the amount thereof, the degree of 
performance virtuosity-these are neither proof nor inverse sliding scale of amateur 
standing. 
To be an amateur artist means, I suppose, to be unwilling or unable to set a price 
upon the effort and love, which attended the creation of beauty. When you get right down 
to it, to be an artist is to be an amateur. One can no more think of being a professional 
musician then he can of being a professional thinker, a professional lover, or a 
professional human being. To be an artist is to arrive at some sort of position in the idea-
versus-matter struggle. It is a yea to the proposition that there are human values lasting 
beyond one's own mortal limits and that it is a necessary part of being human to seek, 
treasure, and transmit these values. To be an artist is not the privilege of a few, but the 
necessity of us all. 
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APPENDIXD 
Selected Shaw Tempi of the Requiem 
Burris writes, "An interesting parenthetical: It was commonly noted that as an old 
man, Toscanini 's tempos got faster and faster. Shaw's tempos, as an old man of 79, 80, 
81, got slower and slower. 'I hate to see the music slip by,' Shaw said of the Brahms 
Requiem when he was preparing a round of performances two years before his death."475 
This is supported by the tempi markings of the Band 17 and Peters scores (both used in 
Shaw's late performances), which are generally slower than the 1984 recording. 
Tempo Indication Brahms1 Recording2 Band 173 Peters4 
I. Poco andante 
j = 80 j = c.64 j =56-58 j =56-54(~) e con espressione 
(mm. 102-103) Langsam5 
--
Langsam6 Langsam7 
II . Lento, alia marcia-
j = 60 j = c.52 j = 48-50 j = 56--549 Nicht schleppen8 
Poco piu mosso 
j = 80 j = c.108 j = 104--108 j = 100-104 (m. 75) 
Tempo I (m. 127) (J = 60) j = c.46 j =48 j = c.56-64 
Un poco sostenuto 
j =56 j = c.64 j = 62-64 j = 62--6410 (m. 198) 
j = 108 
j = c.128 
)> = j 12 )>=j 
Allegro non troppo (J = 104--116) 11 j = c.124-128 j = c.124-128 (m. 206) 
j = c.112 j = 10813 
pochissimo 
Tranquillo (m. 303) -- meno mosso 14 
III . Andante moderato j =52 d = c.60 j =56-58 j = 58--60 
(m. 105) -- d = c.74 (d = 64--66) 15 (d = 68-70)16 
(m. 144) vorwart/ 7 d = c.76 j = 68-70 j = 66--68 
(m. 155) vorwarts 18 -- -- --
(mm. 159-161) nicht schleppen 19 -- nicht schleppen nicht schleppen 
(m. 164) breir0 d = c.SO j = 48 j = 48-46 
475 Burris , 191. 
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(mm. 169-170, poco 
very broad very broad 
soprano) sehr breit2 1 allargando 
(m . 171) -- -- J =54 J =50-52 
Fugue (m. 173) J =54 J = c.56 J =54 J =50-52 
IV . Con moto moderato .J =92 .J = c.96 .J =92~88 .J = 92-96 
v. Lento )l= 104 .J = c.50 .J =50 .J = 46-48 
(mm. 18-19) sehr lanf:sam22 c.J = c.46) -- sehr langsam23 
imer [sic] sehr sempre immer sehr immer sehr 
(m. 64) langsam24 rallentando Langsam Langsam 
VI. Andante .J = 92 .J = c.96 .J = 84 .J =84 
viet 
(mm. 51-53) viet schneller25 -- schneller? ?26 --
.J = c.108 
--
piu accel. 
(mm. 65-66) pii:t accelr?7 (mm.62-66) 
accel. accellerando (m. 68) ¢28 -- (m.72) 
(m. 76) .J = c.l40-144 .J = 152 .J = 144-148 
(m. 78) accelr?9 
--
-- --
Vivace (m. 82) .J = 112 .J = c.l36 .J = 152 (148) .J = c.l44 
.J = c.l24 c.J = 136/0 poco meno31 
-- poco meno poco meno mosso 
(m. 108) mosso mosso 
--
.J = c.l44 a tempo a tempo 
(m. 122) a tempo 
(m. 192) vowiirts32 
--
--
vowiirts 
(m . 200.2) fermata33 fermata f ermata fermata 
ten. ten . ten. 
(mm. 201- (mm. 201- (mm. 201-
(m. 201) brei~4 203/5 203)36 203) 37 
tempo38 a tempo pochissimo .J = 156 
(m. 204) accel. animando 
J = 100 J = c.l12 J = 112(108) J = c.l04-108 
Allegro (m. 208) cJ = 112)39 .J.=J 40 .J. = J 4 1 
(m. 248) vorwiirts42 --
--
vorwiirts 
(m. 284) vorwiirts43 
--
vorwiirts vorwiirts 
(m. 288) 
--
rit. poco rit. poco rail. 
(m. 289) 
--
ten . ten . ten. 
(m. 290.2) 
--
a tempo44 a tempo a tempo 
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(m.314) -- rit. poco rit . --
(m. 315) -- ten . ten. --
(m. 316.2) -- a tempo45 a tempo --
(m. 332) vorwarts46 
-- --
vorwarts 
allargando poco meno meno mosso (mm. 341-344.3) -- mosso 
(m. 344.4) -- a tempo a tempo a tempo 
(mm. 345-348.2) -- rallentando -- --
(m. 347) rit .41 -- -- rallentando 
(m. 348.3-4) -- fermata -- ten. 
fermata/ 
(m . 349) -- -- -- attaca48 
VII . Solennemente j = 80 J = c.66 j = 62-64 j = 60-62 
(m.40) -- J = c.6049 j = 60-62 --
(m. 102) j = 80 J = c.66 j = 64-66 --
Detailed Shaw Tempi 
The above table is a synthesis of Shaw's tempi-compared to Brahms's. Shaw was 
actually far more meticulous about his tempi . The following table demonstrates how 
detailed the Peters full score is. 
Tempo Indication Peters 
I. Poco andante e con espressione j = 56-54(!:+) 
(m. 19) j = 60- 62 
(m . 37) j = 64-66 
(m. 46) rit .-ten. (b . 4) 
(m. 47) j = 62-64 
(m. 54) rit . 
J = 64-66 
(m. 55) a tempo 
(mm. 59-60) rit. 
(m. 61) j = 60-58 
(mm. 63-64) j = 58-5650 
(m. 65) j =56-58 
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(m. 80) J = 60-62 
(m. 86) rit. 
(m. 87) a tempo 
(m. 88) J = 68-72 
(m. 92) J = 68+-62 
(m. 93) rit. 
(m. 94) J = 62-6851 
(m. 96) J = 58-60 
(mm. 100-101) rit .52 
(m. 102-103) langsam53 
(m. 156.4-157.3) rit. 
(m. 157.4) ten. 
(between mm. 157 & 158) //54 
1 Max Rudolf, "A Recently Discovered Composer-Annotated Score of the Brahms Requiem," 
BACH714 (October 1976): 2-13. Given that Brahms 's tempi and remarks are noted (red pencil) 
in his full scores, Shaw was evidently familiar with Rudolf's research. 
2 Brahms: Ein Deutsches Requiem, Auger, Stilwell, Atlanta Symphony Orchestra and Chorus, dir. 
by Robert Shaw, Telarc CD-80092, 1984. 
3 Brahms, Ein Deutsches Requiem, Full Score, Brahms Siimtliche Werke, Band 17. (Ann Arbor: 
J. W. Edwards; Breitkopf and Hartel [No. 89], 1949), Box 54, Folder 496, MSS 86, Shaw Papers, 
Yale University. 
4 Johannes Brahms, Ein deutsches Requiem, nach worten der heiligen Schrift,fiir Soli , Chor und 
Orchester (Leipzig: C. F. Peters [No. 10260]), Box 54, Folder 497, MSS 86, Shaw Papers, Yale 
University. 
5 Ibid. (slow), 9. 
6 This is marked in red, indicating it was Brahms's edit. It is unclear whether Shaw heeded it. 
7 This is marked in red, indicating it was Brahms's edit. It is unclear whether Shaw heeded it. 
8 Ibid. "(do not drag)." 
9 Shaw underlined "56" in the score, likely meaning that was the preferred target. 
10 In the score, Shaw notes (in blue) , "Try J =54," which is markedly slower than any other of his 
tempo markings in this spot. This was likely an experiment and plausibly never occurred in 
performance. 
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11 Hoggard, "Autograph" markings, xvi. 
12 } of previous section= .J atm. 206. 
13 Shaw marked "poch . a poch. piu tranquillo" (mm . 299-302) in preparation for the tranquillo at 
m. 303. 
14 In the score, Shaw notes (in blue), "Try .J = 104-108," which aligns with Band 17 (.J = 108) . 
15 Shaw generally treated mm. 105-128like a recitative, allowing the tempo to ebb and flow. He 
also marks pochissimo piu mosso. 
16 Ibid. 
17 (.J = 108). 
18 Ibid. 
19 Ibid. 
20 Ibid. 
21 Ibid. (very broad). 
22 Ibid., 11. 
23 This is marked in red, indicating it was Brahms's edit. Shaw also wrote (in red), "Try f= 72JB 
[Johannes Brahms]!!! Well, see how you can manage." 
24 Rudolf, (always very slow), 11. 
25 Ibid. (much faster). 
26 The question marks are Shaw's. 
27 Ibid. 
28 Ibid. 
29 Ibid. 
30 Shaw generally treated mm. 108-121like a recitative, allowing the tempo to ebb and flow. He 
also marks pochissimo me no mosso. 
31 Rudolf, 11. 
32 Ibid. 
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33 Ibid. 
34 Ibid. 
35 The dotted-half note of each measure (mm. 201-203) is executed in tenuto. 
36 Ibid. 
37 Ibid. 
38 Rudolf, 11. 
39 See Hoggard edition, "Autograph" markings, xvi . 
40 J of previous section= J atm. 206. Shaw created a proportion ( ffi = J ) to prepare for the alia 
breve at m. 208. 
41 Ibid . 
42 Rudolf, 12. 
43 Ibid. 
44 Shaw actually went slightly faster, c.l16. 
45 Shaw actually went slightly faster, c.116. 
46 Rudolf, (brisk), 12. 
47 Ibid. 
48 Shaw went attaca into mvmt. VII in performance. 
49 On the 1984 recording mm. 40-101 are rather reflective; Shaw tends to treat the tempo freely, 
accelerating and broadening according to various portions of the text-a tempo atm. 102. 
50 The tempi of mm. 63-65 appear in both the Band 17 and Peters scores. Essentially, this was a 
precisely notated ritard and then return to the previous tempo. 
51 Shaw again measured the ritard of mm. 93-95. 
52 This is marked in red, indicating it was Brahms's edit. It is unclear whether Shaw heeded it. 
53 This is marked in red , indicating it was Brahms 's edit. It is unclear whether Shaw heeded it. 
54 In both the Band 17 and Peters, Shaw indicates a clear caesura or lift between the final two 
measures of the first movement. 
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APPENDIXE 
Shaw's Quiet Singing Premises 
From letters to COC and ASOC 
Years ago, before touring had taught me differently, I used to wonder how one 
could keep a performance fresh night after night for seventy or a hundred nights in a row. 
The answer is, of course, that great music feeds back more than it takes. First 
performances are the things to dread, not the third or ninetieth or the one hundred and 
fiftieth. 
Unless one has had this experience, I doubt that it can be understood. Part of the 
gain, obviously, is simple security. One knows what notes are next; there is no stumbling 
or surprise. Added to that is the sense of proportion as regards both phrase and the major 
movements. This means that the singer has found a natural vocal pacing for the work; he 
doesn't wear his voice to rags in the first ten minutes. Nor does he have to be terribly 
conscious of avoiding misuse of his voice. The technique has found its own specific 
gravity. All the technical detail of playing and singing begins to sound; dynamics cease to 
be "manufactured"-they become organic, as also do tone, color and tempi. 
More and more it seems to me that great performance (maybe, also, great creation 
in art) is very closely related to the reflective qualities. I am sure that there is a spiritual 
calm, which does not emasculate spiritual urgency. That is to say, one can gallop off in 
all directions at once, or one can rush iron-willed down a one-way street, or one can find 
within his deepest and quietest thinking the image of action-and it could be a still-life . 
What all of us are after in art is the release to things of the spirit. I doubt that that ever can 
be accomplished without first technical security. And I also doubt that technical security 
itself is ever achieved without a sure stillness of the mind and soul. Most choral 
rehearsals are, quite unnecessarily, a screaming bedlam of tortured throats. Sing, sing, 
sing-wrong notes, right notes, but sing! 
Until the work becomes clear in the mind, how can anyone sing "full" voice? In 
recent weeks it has seemed such a waste to pour vocal energy into wrong notes. Right 
notes will demand enough of it. If we consistently begin from the thinking end-rather 
than the doing end-then we don't trample all over our own big feet. 
One hums quietly, as though to himself, and the imagination is free to consider 
matters of proportion, form and truth in intonation. Bit by bit the dream becomes flesh, 
and song becomes a "living thing." And what this last leads us to is the possibility that 
the reflective qualities are not limited to the products of marathon repetition of 
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performances-but are equally the product of quiet, sensitive, unruffled preparation.476 
From letter to ASOC 
"Why is quiet singing so essential to the learning process in choral-singing? Let 
us 'count the ways: "'477 
1 . Preserves vocal health 
a. Performance-level vocalism employed in the learning stage "can reduce the most 
secure of vocal techniques to a despairing hoarseness." 
b. Vocal endurance requires experience and technique. "The world's most gifted 
and learned singers simply could not subject their voices to an unremitting 
stentorian three-hour battle ... and expect to make tomorrow evening's recital a 
thing of beauty. Even more should those of us with Jesser gifts guard whatever 
vocal gold we have." 
c. Relentless singing in high tessituras is exhausting. Employ the downward octave 
transposition or falsetto (for men). 
2. Establishes proper sequencing in mastering the choral disciplines 
a. Pitch, rhythm, enunciation, and dynamics/color 
b. "Nothing will wear out a ... vocal technique quite so rapidly as attempting to 
sing at full vocal thrust before one is absolutely secure as to pitch, rhythm and 
enunciation. (One can smell the chords burning.) Quiet count-singing, 
interspersed with nonsense-syllable vocalization-more quickly than any other 
method I have ever met-offers the quickest and most secure approach to pitch 
and rhythm." 
3. Promotes the discovery of harmonic relationships amongst all voices 
a. "At dynamic levels of p and pp everyone is able to hear other parts, other factors 
of tonal texture, and find his harmonic function .... One simply cannot find 
function unless everyone sings quietly enough to seek it together." 
4. Decreases accompanying complications of vocal excess 
a. Disturbances of intonation 
b. Vocalic distortion 
c. Undesirable vocal qualities ("wobbles and unacceptable vibrato characteristics, 
which fracture unison tuning and quality") 
d. Perversion of vocal color: "Just as surely as forcing disturbs intonation, voweling 
and vibrato, so also it affects color and impedes sectional unison." 
476 Shaw, letters to COC, November 1, 1956, November 21, 1962; and ASOC, February 16, 1968. 
Although not yet connected specifically to count singing, it is clear that Shaw had contemplated 
and formulated ideas on the importance of quiet singing in rehearsals. 
477 Shaw, letter to ASOC, October 2, 1991. The Jetter is paraphrased unless explicitly quoted. 
These sentiments also appear verbatim (with additional discourse on other topics) in a letter to 
ASOC, February 16, 1968 (reprinted from letter to COC, November 1, 1956). 
337 
5 . Increases mastery 
a . Soft, "reflective" singing aids the vocalist in parsing their myriad musical 
responsibilities. Removing elements that may be refined later in the rehearsal 
process avoids learning that which may need to be unlearned. "Singing is a very 
complicated and sophisticated process; and if one is not held responsible at every 
moment of every rehearsal for every factor of the finished choral product 
(dynamics and color, for instance) one cannot attend to the [other] niceties of 
placement of final consonants , or the phonation of foreign-language sounds." 
b. "If one begins with this device , and carries it along as a companion to the 
acquisition of good enunciation and volume controls , it should completely 
eliminate the trauma of having to un-learn. A chorus the size of a symphony 
chorus is a gummy mudder anyway. With scores ... of voices bouncing off the 
walls at mezzo forte to forte, boo-boo and blooper, fluff, flub and peccadillo not 
only have a place to hide, but time to establish permanent residence. If what is 
desired of the final product is a colossal sang-bang-goody for them! .. . Music 
has meaning beyond sheer auditory entertainment ... these subtle significances 
are 'unlocked' only by those who undertake to fulfill the creator' s (composer's) 
prescriptions. The dove (of mystical revelation) does not descend to a dirty 
perch." 
6. Facilitates balance 
a. "Most choruses, if they are sensitive to structural or harmonic balances at all . .. 
attempt to achieve it by asking for certain passages or vocal parts to be sung 
more strenuously than the other vocal parts . This may aid in establishing 
momentary and appropriate sectional prominence, but it runs the risk of all the 
above dangers of loud or forced singing. 
b. What has always seemed to be the better plan ... is to move voices to where the 
dike is leaking; to achieve balance by the number of voices on a passage ... along 
with the careful editing of proportional dynamics-so that no vocal section is 
faced with the necessity-or probability of forcing." 
c. Mastered balance (at pp or p) affords the incremental increase of dynamics to an 
appropriate level and their application to the specified sounds of speech. 
7. Unifies ensemble timbre 
a. "In general, the individualizing characteristics of different voices are not nearly 
so prominent at dynamic levels of pp and p as they are at levels off and !f. When 
voices sing together quietly with precisely the same consonants, vowels and 
articulation-as they do in count singing-not only is each person's performance 
clarified and sanitized, but a unison sound (pitch and rhythm) occurs as if by 
magic." 
"At no time in the learning process can quiet singing on numbers or unanimous nonsense 
syllables be completely abandoned. It must be used simultaneously with the first ventures 
into text enunciation and placement. And in the final mastery of expressive dynamics, 
count-singing, released from its chains of quietness, is the only secure method by which 
one can discover precisely where and at what rate of increase or decrease how much of 
sound is appropriate." 
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APPENDIXF 
Shaw Illustrates the Complexity of Enunciation 
A letter to ASOC 
TOWN MEETING-
"Anybody like to say a word for ENUNCIATION?" 
"Yes, I'd like to say a word for ENUNCIATION: 'ENUNCIATION SAVES!'" 
"What does ENUNCIATION save?" 
"Well , what-wise , one thing and another like TIME. But whom-wise, it's a whole new 
game of ball . The whom it saves may be youm. 
For instance, self-destructive-wise, it saves even choral conductors-an already gravely 
endangered species . But even more important-wise, ENUNCIATION saves people from 
receiving letters with Madison-A venuese in them like 'self-destructive-wise!"' 
"I'll drink to that! Hyphen-wise, the beginning of wisdom is the end of understanding." 
"Wow! the people that walked in darkness have just unstumbled! Now that I have your 
attention , and being somewhat redirected as to my drinkin' habits , while you're getting 
loaded I'd like to say a few words in behalf of ENUNCIATION." 
"Feel freely." 
"ENUNCIATION is-well-it's just like LIFE." 
"Big deal. Who 's gonna feed my death-wish? Blest-out are the poor in enunciation, for 
they shall sing gawd-offal." 
"Yuck! (i.e. 'eeuhkkh!' FK) I hope you only said that mouthful!" 
Parenthesis-
Hi-deity or lo-laity: 
The eating of words 
Ain't whey with curds 
Or ever a cause for gaiety. 
(I just offer that to prove that where there's spirit swilling the fleshes reek.) 
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Now about LIFE and ENUNCIATION .. . 
Life is like enunciation because: 
It's BEAUTIFUL 
It COMMUNICATES 
It ' s better than the ALTERNATIVE 
Number One: Enunciation is Beautiful 
In my 25-year-old Merriam-Webster's Unabridged Dictionary there are over a half-
million entries. 
Remove all the puns, sound-alikes, foreign words and phrases, scientific dicta and 
purposefully un-communicative jargon: the human voice is still the richest of the sources 
of musical sound by the hundreds of thousands of possibilities . We are not considering 
semantics-the meaning of sounds, but simply the sounds of sounds, their all but 
incomprehensible bounty and variety. (What an incredible pauper the piano vis-a-vis the 
vois !) 
Add to the myriad vocabulary of sounds available to the human voice the further richness 
of permutations in sequence and order, and one encounters a Kaleidoscopic Komucopia 
of Kolors to boggle, engulf, dissolve the most adamantine of instrumental preferrers [sic], 
professors, and pretenders. 
There are 6 possible orders for only 3 syllables: abc bac cab acb bca cba 
There are: 24 
120 
720 
5,040 
40,320 
362,880 
3, 628,800 
possible orders for 4 syllables 
possible orders for 5 syllables 
possible orders for 6 syllables 
possible orders for 7 syllables 
possible orders for 8 syllables 
possible orders for 9 syllables 
possible orders for 10 syllables 
Were our language limited to only 100 syllables, how many ways could they be 
arranged? Or given a thousand, and limiting ourselves to groups of five, how many 
orders? But there are tens of thousands. But there are hundreds of thousands! 
Lo! the miracle of speech: a richness and complexity of color beyond human 
comprehension-but not beyond use. 
That's a major part of the miracle: for uncompromising attention to the particulars simply 
of enunciation will bring intonation, tone, and metric proportion into line . 
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How many times last night did we have to stop for out-of-tune singing, or sectional 
unanimity of color, or metric definition other than identifying final releases? Almost 
none. Yet all three were more nearly right than they had ever been before. 
Enunciation is beautiful, and more than skin-deep. 
Number Two: Enunciation Communicates 
I can feel a chapter coming on that will restate and perhaps reorganize the basic rules of 
choral enunciation; but suffice it this week to recall that the problems and abstractions of 
sung-speech arise mainly from one condition only. 
Musical forms prescribe relationships in Time, and as they do so they prescribe for the 
sounds of speech durations, which may be foreign or at least "artificial" when compared 
to normal utterance. When, therefore, a syllable or a word, both of which are almost 
unexceptionally complexes of several sounds, are required to be sustained over a span of 
time longer than their normal period of phonation, it follows that each part of that word 
or syllable must be identified and placed precisely and proportionately, where it will 
contribute best to the syllables' recognition and ultimate understanding. 
Musical enunciation is an audio-"graph" (a sound-tape?) in slow-motion but at pitch (a 
neat trick). The problem is to slow the syllable while maintaining and accentuating the 
features of its identifiability [sic]. (A neat trick.) 
Remember your high-school chemistry symbol for "will produce" or "yields"? (-+'right?) 
Well, 
Enunciation -+ Beauty 
and 
Phonetics -+ Semantics 
-a miracle like unto the first, but even more mysterious. 
478 Shaw, letter to ASOC, February 22, 1977. 
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From a letter to COC 
Now, as regards the complexities which choral musicians face as versus 
instrumentalists, they ... are concerned with text; and I will illustrate them with reference 
to Movement VII of Britten's Cantata Academica, "ut ad longaeva" 
A metronomic marking of 144 to the dotted quarter ... means that there are to be 
144 pulse units to the minute. This means that each pulse unit is to receive 416/1000s of a 
second, or a little over 4110s of a second. During that time the word ''floreat" is to be 
sung .... There are the following distinct sounds in ''floreat": f-uh-1-aw-rrr-eh-ah-t. That 
is to say, even if we count the burred "r" as a single sound-which it isn't, and if we 
allow the neutral vowel between "f" and "1"- which we need, we are obliged to deliver 
eight different sounds in 4/10s of a second. If this time were divided equally-which we 
[can't] do because some of the sounds are incapable of pitch-this would give us about 
5/lOOs of a second per sound. 
Now take just the last part of that word," .. . reat," which is supposed to occur on 
an eighth note. At a tempo of ... 144 to the dotted quarter the eighth note receives 
138/lOOOs of a second. Each sound, then, in "rrr-eh-ah-t" might expect a little less than 
35/lOOOs of a second. If one counts "rrr" as a multiple sound, then figure on 23/lOOOs of 
a second . (Not a heluva long time .) 
If, on the other hand, we were to take the final syllable of the word "sanitati," 
which also occupies an eighth-note, one is instantly aware that the "t" consonant takes 
almost no time and can move immediately into the "ee" vowel, and might conceivably 
leave almost the whole 138/1000s of a second for the pitched vowel. In the one instance 
we have 23/1000s of a second per sound, and in the other perhaps five times that much, 
and yet both are supposed to be capable of sustaining the same pulse and rhythmic 
feeling. 
Go one step further: Note that in the 21 words of the text of this movement there 
are approximately 60 syllables comprised of 135 successive sounds-multiplied by any 
textual repetitions. Note, also, that in spite of the use of rhyme and alliteration-and the 
resultant economy of the sounds of speech, and in spite of the basic simplicity of 
Italianized Latin (only five vowels, for instance, versus three or four times that many in 
English) there still are some twenty distinct and different sounds to be phonated , all in a 
very rapid sequence totalling [sic] 135 . 
Note, also, that of these sounds only 8 are capable of sustained pitch (vowels, m 
and n), 6 of them are capable only of a sub-vocal fragmentary pitch prior to the 
consonantal explosion (b, d,j, and the like) and 6 of them are capable of no pitch at all (t, 
k, sand the like)-and the picture grows a little more complex. 
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Suppose you were the most facile [of] instrumentalists and had to produce this 
variety and complexity of tone factors ... and suppose you had no manipulative, habitual 
method of controlling the pitch except by "thinking" and "willing" it ahead and hoping 
that the proper neural sequence . . . would respond-this could give even instrumentalists 
fits .479 
From a letter to ASOC 
For an extended conclusion, consider with me the difficulty with which these 
disciplines of enunciation operate in a symphonic chorus of two-hundred-plus voices . 
What degrees of precision and vehemence are necessary to drive a sung text through a 
screen of symphonic instrumental sound, as versus the percussive (and thereby rapidly 
decaying) sound of the piano- which is the traditional accompanying instrument for the 
solo voice? 
Assume for the moment that our sections are roughly fifty voices each. Assume, 
for the moment, that a section is seated not in a block of eight rows, six or seven persons 
to each row, but all fifty in a line, shoulder to shoulder. 
Assume that in the middle of this row- between Singer No . 25 and Singer No. 
26-there is a perfect and unvarying metronome. 
Assume now that these singers are so perfectly disciplined that they can phonate a 
pitched syllable within one-hundredth of a second of the phonation of the singer standing 
directly adjacent. 
Now, assume that each of the Singers Nos. 26-50 is successively one-hundredth 
of a second behind his or her neighbor to the right, and accumulatively, behind the tempo 
which was handed down by No. 26; and that Singers Nos. 25-1 are successively one-
hundredth of a second ahead of the neighbor to the left, and accumulatively ahead of the 
tempo which had been given to No. 25 by the metronome. 
No. 1 <------------------------25 26------------------------>No. 50 
<---(getting faster) Metronome (getting slower)---> 
This would mean that Singer No. 1, only 111001h of a second disjunct from his/her 
neighbor, is actually 50/100rhsof a second disjunct from Singer No. 50-who also is only 
l/1001h of a second apart from her/his neighbor. In an andante tempo of 60 beats per 
minute this would mean that Singers Nos . 1 and 50 are a full eighth-note apart. And in a 
moderate march tempo of ( J =120) they would be a full quarter note apart. 
479 Shaw, letter to COC, November 1, 1961. 
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Now, a lot of factors-acoustical, logistical and human- keep this from 
happening, principal among them is the blessed (blasted) human factor that some singers 
on each side of our hypothetical Singing Rockettes are going to be x/1001hs ahead of the 
metronome, and some are going to be x/1001hs behind the metronome. There even might 
be a few who manage to be with the metronome. 
At a moderate march tempo ( J =120) the neutral schwa between two explosive 
consonants on successive quarter notes would be very near the duration of a l61h note-or 
about 1/81h of a second. (If the syllables were "hot dog," the "tub" of "hot-tuh-dawg" 
would occupy the final 125/10001hs of a second of the first quarter-note. Simultaneously, if 
you please!) 
The point is that even diversities of 111001hs of a second add up.480 
480 Shaw, letter to ASOC, September 25, 1996. 
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APPENDIXG 
Evolution of Shaw's Neutral Vowel [a] Philosophy 
From letters to ASOC 
September 23/24, 1974 
The sheer difference in sonority between vowels and consonants is such that final 
consonants in particular, and even with good intentions, are substantially unhearduh. In 
addition, the sonority of the symphony orchestra will obliterate final consonants unless 
they are followeduh by a louduh, measureduh, concerteduh, and sonorous neutral 
syllabluh. 
(NB: The first time Shaw explicitly requests the neutral syllable in writing.) 
December 5,1979 
Consonants of "occlusion and release" (those formed by the stoppage and abrupt release 
of the flow of air from the lungs: principally p, b; t, d; k, g; an occasionally v [p-b-t-d-k-
g-v]) when they conclude a syllable almost always will have to "explode" into the neutral 
vowel ... (phonetic symbol [ g], sounding like the unaccented final vowel of "fath-er") in 
order to be heard at all .... Within a continuous musical phrase this release will add an 
additional fragmentary syllable to the preceding and principal syllable; and ... must be 
given the smallest possible- but still perceptible-metric fraction .... At the end of a 
musical phrase the dynamic level, duration, and pitch characteristic of the release into the 
neutral vowel will always be subject to factors of tempo, competing sonorities, aesthetics, 
and musical style, and thereby susceptible to differences of personal opinion. Obviously, 
it should be loud enough to be unmistakeable [sic], and quiet enough not to call attention 
to itself. 
October 17, 1990 
Between adjacent plosive (explosive) consonants within a musical phrase, we add a 
neutral vowel ("schwa": like the first vowel in the word "alone,") and allot it also a 
precise moment of phonation (usually as a "grace note" to the next succeeding syllable). 
(NB: Shaw incorporates the grace note duration for the neutral syllable.) 
October 21~ 1991 
Between successive consonants create/add a pitched neutral syllable .... Note that even 
pitched consonants require a neutral syllable between them-however slight-for 
enunciative clarity .... Note that even within words one needs to articulate the 
independence of consonants by allowing each its explosive nature-however miniscule 
and momentary .... Good taste must help us to decide how long the added neutral 
syllable must be, and on which of its possible pitches (either that which precedes or that 
which may follow) it should be placed. (Not infrequently "good taste" will vary with 
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textual character and purpose: the pop-ballad need not have the disciplined declamation 
of a King James psalm. 
( NB: Shaw calls for the neutral syllable after all consonants- not just explosive 
consonants-and between syllables of words. He also addresses the issue of which pitch 
the neutral syllable should assume, although it is not entirely clear which he generally 
prefers. The following are examples he provided, musically notated by the author.) 
sing now one man road- block 
.._..,- '--' 
[si l);Jna u] [wA n;Jmre n;1] [ro d;Jb;Jla b] 
October 19/25, 1994 
Now, all consonants (excepting sibilants) are to a lesser or greater degree "explosive," as 
versus vowels. They are not only dramatically quieter than vowels in daily speech, but 
also substantially inaudible when sung against the sonic capacities of a symphony 
orchestra. Through the years, therefore, as the symphonic choral repertoire became the 
principal venue of my own choral experience, Ms. Marshall's "neutral vowel" loomed 
larger and larger in importance-for it raised the otherwise inaudible consonant to a 
dynamic level equal to the principal vowel. It could, of course, never last as long as the 
principal vowel of a word, but it could be as loud as that vowel and, if given a rhythmic 
proportion of the time prescribed for its syllable might even augment metric and rhythmic 
interest. 
(NB: Shaw not only identifies Marshall as the source of the neutral vowel, but he also 
justifies his increasing use of it: the orchestra.) 
August 28, 1996 
In the same decade [circa the late 1930s] Madeleine Marshall, chief musical 
"elocutionist" of the Juilliard School ... was adding to her arsenal of phonetic guides the 
rule of adding between adjacent consonants the pitched neutral vowel, which is now 
familiar to most of us as the "schwa." ... This neutral schwa never has received the 
emphasis, application, or exercise it merits in the lexicon of choral techniques. You 
[ASOC] and I are about to change all that ... Lov-uh and-uh kisse-zuh, RSchwg 
(NB: Shaw clarifies his knowledge of Marshall and the neutral vowel many years before 
he first begins to suggest it to his choruses in writing ( 1974). It also is clear that he 
believes it is integral to choral performance and underemployed as of the late 2rJh 
century.) 
September 25,1996 
You will recall that I called for more "detached," "almost staccato" singing in order to 
clarify the positioning of the consonants .... Now, no one would deny that a most 
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important part of good vocalism is vocal "line." ... Good singing calls for good vocal 
line . 
But, expressive and communicative singing also calls for passionate clarity of 
enunciation .... And my ... suggestion ... is that vocal line and enunciation need not 
diminish and denigrate each other ... given attention to: ... every sound in every syllable, 
giving it a perfectly placed metric position, and ... careful and frequent use of the pitched 
schwa (g) neutral vowel to give to those consonants which need it the explosion which 
they demand. 
The point is that ... while it is enormously productive-and so much easier-to gain 
strictly musical precisions by count-singing or singing with repetitive nonsense syllables, 
when one adds the intricacies of enunciation to the fact that we are, for better or worse, a 
wannabe sing-le "body" with two-hundred-plus heads and four-hundred-plus vocal cords, 
it ain'tjes' double-dip no-sweat. 
(NB: Evidently, the neutral syllable ,for Shaw, most closely approximates the precision of 
count singing while wedding the seemingly contradictory natures of a healthy vocal line 
and enunciation-clarified in his letter of October I, 1997.) 
October 1, 1997 
Vocal "line" is important. It is important to the physiology of singing and the beauty of 
music .... And I want to suggest ... that the best way to avoid over-articularity and still 
be understandable is by a vigilant and frequent use of the schwa intervening neutral 
syllable. It preserves "line" and intonation; and so long as we unfailingly place the 
principal vowel of a syllable precisely on its assigned metric particle ... we can work 
wonders with intelligibility. 
(Shaw confirms that the neutral syllable preserves line and intonation while 
simultaneously increasing intelligibility.) 
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APPENDIXH 
Shaw Musings481 
Introit: 
Berlioz , Verdi and Brahms 
Were a trio of psingers of psalms. 
What Berlioz wanted he never quite got , 
And Verdi went "oom-pah" as often as not, 
While, as for Brahms' love-life , it wasn't so hot. 
But nothing impaired the musical chahms 
Of Berlioz, Verdi-
Of Berlioz, Verdi-
Of Berlioz, Verdi and Brahms! 
Liebeslied: 
Brahms' morning-star was slow to rise 
-Vienna had its slights: 
His little wick of flame was dimmed 
By Wagner's acolytes. 
He won his first esteem as a 
Piano virtuoso; 
But soon his songs-as well as hands-
Were known, and maybe more so. 
Some say he had affairs of heart 
-If not, he'd not be human. 
(One hopes he helped to dry the tears 
Of Mrs. Robert Schumann.) 
He must have viewed his times askew: 
Among his legacies 
Are triplets over bars in two 
And duplets over threes . 
Forever probing after Form, 
By nature and upbringing 
His large designs all sheltered first 
The song and then the singing. 
And so Vienna grew to love 
His walks and habitats; 
And even folk across the street 
Would nod, and tip their hats. 
And we who love his Requiem 
Confess it and concede here: 
The final Brahmsian pilgrimage 
Still takes us to his Lieder. 
481 These are excerpted from a letter dated, April 22, 1980. Shaw sent this (amongst other poetry 
about Verdi and Berlioz) to his choruses a number of times over the years. 
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APPENDIX I 
Shaw Compares Three Requiems482 
Berlioz Requiem Verdi Requiem Brahms Requiem 
Musical Language Individual Traditional Traditional 
Exploratory Cumulative Cumulative 
Unfinished Crowning Crowning 
Intent Fantastic Dramatic Ruminative 
Exhibitionistic Ordered Introspective 
Psychopathic Extroverted Philosophic 
Provocative Well-scripted Comforting 
Prophetic Clear-minded 
Treatment of Text Vehicular Illustrative Seminal 
(Text as a scalpel (Text as an actor in (The word as a 
for exploratory a musical drama) spur to musical 
psychic surgery) meditation and 
exegesis) 
Sense of Time Kaleidoscopic Existential Historical 
Internal Occasional Panoramic 
Psychotic (Bounded by (Time as a 
Non-historical performance time continuum of past 
Non-pedantic and place) and future) 
Performance Demonic Elegant Serious 
Qualities Vocally extreme Vocally safe and Dark-deep-rich 
Abrupt healthy Vocally fatiguing 
Violent Beautiful yet satisfying 
Mysterious Varied Somber, slow and 
inevitable 
Effect Disquieting Enjoyable Reassuring 
Exhausting Entertaining Consoling 
Major Works Beethoven Haydn Bach 
Which Have Missa Solemnis Creation St. Matthew 
Qualities in Passion 
Common 
482 Shaw , letter to ASOC, October 3, 1984. 
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